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ABSTRACT 

This book focuses attention on the art objects 
collections and how to display them. Designing the effective 
placement of objects is an easily learned art. Starting with the 
basics, the book takes the reader step by step through a systematic • 
method, to solutions for display problems. The first chapter covers 
basic concepts of display including composition, compositional 
direction, subject matter, impact interest, visual weight, color, and 
visual mass and spacing. The second chapter deals with protecting art 
through the proper framing, matting, acid free paper, acid free mats, 
foxing, light, and other hazards. The third chapter discusses what to 
put where. Concepts discussed are group arrangements, the advantages 
of eye level, multiple hanging, and creating a mood, among others. 
Chapter four is titled "Installing Your Art." Such basic matters as 
necessary tools, hanging wires, framing, and lighting are explained. 
The next two chapter's five and six, address questions of keeping 
records , apprai sals , handl ing, and s torage of art . The final two 
chapters contain specific information for galleries and collectors. 
The seventh chapter for galleries includes space allotment, 
commercial exhibition, and arrangement. The final chapter for 
collectors discusses art as an investment, buying at auction, and 
dealer guarantees. A glossary of terms, a selected bibliography, and 
list of services and products are included. (DK) 
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The information contained in The Art of Show- 

ing Art was gleaned over a period of thirty years of displaying art- 
works in museums a:^ well as occasionally in private homes and 
offices. Five years ago, when I decided to leave a museum director- 
ship to open a private art consultancy practice, a number of friends 
and colleagues suggested that I write down the rules and procedures I 
had developed regarding the installation and display of art objects. 
The methods I used enabled me, working alone or with only a few 
assistants, to install an attractive exhibition in a matter of two or three 
working days, whether the display contained a couple dozen works 
or several hundred. 

My fir5 museum position was as a lecturer at the Museum of 
Modern Art in New York City. I learned that the beautifully dis- 
played works comprising the museum s handsome, famous exhibits 
were arranged to quietly educate the audience. I was given the great 
opportunity of observing the various departmental directors when 
they supervised exhibition installations. I once watched Alfred Barr 
arrange five masterpieces by Vincent van Gogh. Mr. Barr spent two 
hours making painstaking adjustments to the positions of the five 
works, but when he finished, the paintings were perfectly displayed. 

Since that time, I have made an analysis of the raison d'etre ot the 
display objects in any exhibitions I have seen in museums, commer- 
cial galleries, offices, restaurants, stores, and private homes. I would 
like to be able to say ihat I have always been pleased, but, unfortu- 
nately, too many times I've been dismayed by the lack of interest or 
ability in presenting the artwork so as to enhance its quality and give 
the viewer added pleasure. 

I am indebted to many sources whose primary influence enabled 
me to develop an understanding and knowledge of the audiences 
psychological responses to the optimum presentation of art for pub- 
lic and private viewing, I am deeply grateful to Martin and Margaret 
Wiesendanger and to Alexandre Hogue for first making me aw^are of 
the pleasures to be derived from a knowledge of great art. The late 
Professor Martin Weinberger of New York University's Institute of 
Fine Arts guided me through the maze of museum exhibition tactics 
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and techniques. The exhibition staff at the Museum of Modern Art 
from 1950 through 1954 allowed me to observe them in operation 
and so taught me the basis of premier museum exhibition. 

Gratitude is expressed to Otto Wittman, now Director Emeritus 
of the Toledo Museum of Art, and to Rudolph M, Riefstahl for 
encouraging me to expand my abilities in major exhibition installa- 
tion procedures. I also wish to thank Mr. Riefstahl for examining this 
manuscript from the point of view of a professional conservator. His 
astute criticisms and suggestions regarding the technical and scien- 
tific aspects of conservation of artwork have been most helpful. 

Museums with distinctive solutions to problems of display that 
have had direct, pertinent bearing on the development of my style of 
art presentation include the Toledo Museum of Art, the Art Institute 
of Chicago, the Cleveland Museum of Art, Colonial Williamsburg, 
the Museum of Science and Natural History in Kansas City, the 
Nelson-Atkins Gallery in Kansas City the Timkin Pavilion in San 
Diego, the Getty Museum in Malibu, the Denver Art Museum, and 
the Freer Gallery in Washington, D.C. Foreign museums include the 
Krohler-Miiller Museum and Sculpture Garden near Arnhem, Hol- 
land; the Stedlijk and Van Gogh Museums in Amsterdam, Holland; 
the Archaeological Museum in Aarhus, Denmark; the Gulbcnkian 
Museum in Lisbon, Portugal; the National Gallery of Scotland in 
Edinburgh; the Uffizi Gallery in Florence, Italy; and the Archae- 
ological Museum in Luxor, P^gypt. 

I am also deeply indebted to and gratefully appreciate the 
encouragement and assistance offered by numerous friends, espe- 
cially Alice Lindsay Price and Ann E. Weisman for their perceptive 
suggestions and enlightened editing of the text, and to Mary Eliz- 
abeth Key, Beverly Soroka, and Dr. Alvin O. Turner for ser\'ing as 
"guinea pigs" by reading the finished work in manuscript form and 
relaying their impressions. 
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The Art of Showing Art focushs attention on 

those art objects we collect for their be-^uty, then so often dump into 
a living or working space. If you have artworks you want to show, hov 
do you know the right w^ay to arrange them? Designing the effective 
placement of objects is an easily learned art. Starting with the basics, 
The Art of Showing Art vjiW lead yoU; step by step through a systematic 
method, to solutions for yo\ir display problems. Through this pro- 
gression, you will become proficient at iSe art of showing art. 

All of us are creative in varying dcj? ?es. Some of us have no 
trouble making our surroundings look p. easing to Most who view 
them. Pictures, sculpture, decorative items, and furniture seem to 
look natural and right when some fortunate persons have a go at 
doing the arrangements. Then there are others of us who yearn for 
that proper look but seem to have little success in achieving it. 
Unfortunately, this group seems to be in the majority. The numerous 
assignments for basic arrangement of objects, excluding changes in 
furniture or color, received by interior designers attest to our lack of 
confidence or skill in creating displays. 

The arrangement of objects in our environment is an art, and art 
is a form of communication. We use art to communicate in a subtle 
way the very essence of our existence. Virtually everything we use in 
daily living — the furniture we sit on or the decor, appliances, and 
utensils we use — can be classed as art since it communicates some 
aspect of our personalities, 

PLverything man-made is designed. Buildings, television sets, 
automobiles, and sculpture were all designed by artists, whether they 
are applied artists (architects, industrial designers, or engineers) or 
creators of fine art, such as sculptors. Because we are familiar with 
designed objects, we assume we know how^ to use them in our 
environments. We have learned to be aware of them by experience 
and by schooling, yet we are assaulted daily with visual' stimuli 
through television, movies, packaged goods, traffic signs, and by our 
interior and exterior environments. With so much visual clutter, we 
may tend to tune it all out. The more we become unaware of our 
surroundings, the more ufficult it is to create a visually satisfying 



effect in those surroundings. 

As a good or poor musician can make or ruin a piece of music, so 
too can the display of a work of art make it seem marvelous or 
mundane. Because most of us are sensitive to the effect we want to 
achieve by showing art, we usually know when it is in the wrong place 
even if we don't know where the right place is. The Art of Showing Art 
draws attention to the vii:ible and recurrent problems and offers 
soluti':"ns to them. Obviously the solutions given here are not the only 
ones that can be applied, but they will serve as guidelines and will 
help point out the major trouble spots and how to overcome them. 

Keeping in mind that the art of showing art is an art in itself, you 
can find an exciting adventure in store for you. Effectively displayed 
art can enrich your life, become a source of pleasure for you and your 
friends, and provide a sense of satisfaction and achievement. You may 
also become more aware of the many presentations of art in your 
community. Knowing how to advantageously display any work of art 
gives you a confidence and an accurate basis for judgment. 

Enjoy The Art of Showing Art and have fun with your projects. 

James K, Reeve 
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H When an artist creates a work of art, he or 

she communicates with the eventual viewer by means of a series of 
elements. These elements are subject matter, color, textural han- 
dling, and composition,* Composition consists of the manner in 
which the other elements are put together and is the principal means 
by which the communication is made. Artists usually balance the 
composition in a given work. Balanced composition means that there 
is no special emphasis to right, left, top, or bottom (fig. 1). 

However, the artist may wish to place special emphasis in one 
direction or another. When this is done, the resulting composition is 
said to have compositional direction [fig. 2). An artwork or group of 
artworks with compositional direction can pose subtle problems 
when put on display, or exhibit, because it subliminally diverts the 
viewer's attention away from the work of art in the direction toward 
which the composition points (fig. 3). 



■ When you display a single work with cOxM- 

positional direction you need some sort of counterbalance to return 
the view to the work at hand. This can be done by placing potted 
plants on a level with the artwork or by placing a tall piece of 
furniture beside the artwork. Using a door or window doesn't return 
the view to the artwork because the viewer will start looking out the 
window or through the door rather than look at the work of art. 

Portraits can offer real problems in effective displays. For- 
tunately, sitters seem to prefer being represented full-face or nearly 
full-face so that the finished portrait is essentially in balanced com- 
position. However, a large number of portraits show the sitter in 
strong profile or with the head turned three-quarters away from the 
front, away from the viewer. This type of portrait has strong composi- 
tional direction and is referred to as a directional or a profile portrait. 
When directional portraits are displayed so that they all are turned in 
the same direction, the viewer will want to see what the subjects are 
looking at and will turn away from the artworks (fig. 4). 

Directional portraits should never be placed back to back 

*Words in boldface can be found in the glossary, 
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(fig. 5 ). When this is done, the subjects seem to be incompatible with 
each other and with the viewer, who will simply ignore them. Such 
works should be placed facing each other when possible (fig. 6). If 





Fig. 5 



Fig. 6 



they were created as an actual pair, they may be positioned closer 
together. If not a pair or if even from different cultures or times, a 
wider space should be used between the works. 

If you want to be creative, you can make exciting displays using 
w^orks with weak or strong compositional direction counterbalanced 
by works with balanced composition or even with works that have 
compositional direction in reverse (such as arrows pointing at each 
other). Such a display usually looks best if you use a balanced com- 
positional w^ork between two works of opposing direction. Better yet, 
if the two outer works are small and run horizontally, place a tall 
vertical form between them, creating a rhythm that enhances both 
the art and the viewer's appreciation. The scheme forms a shape that, 
from prehistory to the present, has been one of the most enduring 
and psychologically satisfying known to mankind. Any art in such an 
arrangement looks wonderful. 

To encourage the viewer to look at the artwork, try a direction/ 
counterdirection balance. This can be aided by using works of similar 
size to flank a larger or smaller work between them (fig. 7). 

When you have several pictures that have the same composi- 
tional direction in a line along the wall, there must be a stopper at the 
end or the viewer's glance will slide right by them. The stopper 
should be a work with a strong counterdirection, not just one with a 




Fig. 4 



Fig. 7 
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Fig. 8 



WRONG WAY 
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Fig. 9 

SUBJECT MATTER 



different direction. An added measure of interest is to have the 
stopper be a work both larger and at right angles to the line of smaller 
works. It should also be very emphatic in its counterdirectional flow 

Figure 9 has no adequate stoppers to direct the view inward. 
Therefore, the arrangement has an outward and upward explosive 
effect that destroys its cohesion. 

Figure 10 creates a circular visual rhythm caused by the place- 
ment (positioning of) directional compositions working for, rather 
than against, the design. The balanced compositions are allowed to 
stabilize the arrangement. 



RIGHT WAY 




Fig. 10 

■ Similarity of subject matter produces com- 

patibility; dissimilar subject matter is incompatible or, at best, awk- 
ward. When you place incompatible subjects together, the viewer 
tends to look away. It becomes an uncomfortable and unpleasant 
experience to confront works of highly differing subject matter 
placed together. 

A good display involves works that have some sort of sim- 
ilarity to He them into the group or placement. By group ox placement, 
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I mean two or more works arranged to create a pleasing pattern on the 
wall, tabletop, display case, or wherever you wish. These works may 
be widely separated, but are on the same wall or in the same general 
area and therefore are confronted by the viewer more or less as a 
group. 

The similarity of the artworks in a group may be as loosely 
related as simply those of a figural type. For example, portraits of 
people can be put with pictures or sculptures of people doing things 
or with studies of life models. Such similarity could be extended to 
include parts of human anatomy: hands, feet, etc. Durer's famous 
and popular Praying Hands could be used in such a group. 
Interestingly, Praying Hands does not look at all well with groups that 
are strongly religious in flavor but do not include any figural work. 



■ When designing a group or placement of del- IMPACT INTEREST 

icate line drawings — v/orks composed entirely of line work with no 
shading — where there is relatively little solid, filled-in area, sim- 
ilarity can be stretched to include similarity of medium handling. 
(Medium is the material used by the artist to draw or paint or sculpt 
his subject matter). 

Fine line drawings in ink or pencil can be comfortably placed 
together, usually without regard to the exact subject matter. How- 
ever, you should be careful that such a grouping does not become 
humdrum because of lack of impact interest. To excite the interest of 
the observer, a group must have impact interest — a strongpunc/i that 
draws attention to the art. 

A group of line drawings, in ink or in pencil, could be so delicate 
that a viewer would not be able to see anything inside the framing 
from a distance of five feet. Such a group would need to be punctu- 
ated with something of impact to draw the viewer's attention. If you 
centered the group with a work with broad areas of ink wash and 
subject matter related to that which dominated the'group, you would 
have a good example of impact interest. The group could be flanked 

by attention-getting drawings with area shading as opposed to deli- 7 
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cate line drawings. This serves to frame the entire group and draw the 
viewer's attention to the heavier, shaded drawings as well as to the 
fragile line drawings. 



VISUAL WEIGHT 




Fig. 11 
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■ The degree of area filled with solid or bro- 

ken surface is visual weight. Line drawing has relatively little visual 
weight. The line creates the main form and perhaps delineates the 
inner shapes of the subject. When the artist begins to shade a form or 
place an outlined form against a solid background, the work takes 
on visual weight. When color is an element of the work, the visual 
weight increases with the intensity of the colors used. 

A work with heavy visual weight can be balanced against a 
number of works with light visual weight. A brightly colored painting 
can be used in combination with a number of delicate line drawings 
or partly shaded drawings; however, the problems that arise are tricky 
and need a thorough understanding of display techniques to be 
solved successfully (figs. 11 and 12). 

Frequently, even an understanding of these techniques will pro- 
duce results inappropriate for artworks in a living space. Museums 
often use this kind of display to produce strong effects. We might be 
dazzled by the museum s exhibit and try to approximate it at home, 
but the result is usually too strong for the normal living or working 
space. Even in museums, such showy displays are most often kept 
only for the temporary exhibition. Permanent installations of this 
nature are too difficult to live with, and they tire the viewer rapidly. 



Fig. 12 



COLOR ■ We all know what color is. For our purposes 

here, because there are so many technical modes of discussing color, I 
8 will make things simpler by using the traditional artist s color wheel 



(fig. 13). Should you wish one for yourself, you can pick up one of 
these color wheels at most any art-supply store. 

As you can see from the drawing, a color wheel is a circle divided 
into six equal segments. Three of the colors ~ yellow, red, and blue 
— are called primary colors because the entire range of colors avail- 
able to the artist is made from mixing together two or more of these 
three primaries in various proportions. 

To assist the artist, there are also three secondary colors — 
orange, green, and purple. Each secondary color is made by mixing 
together two of the primaries in equal amounts. Green is the com- 
bination of blue and yellow; orange is the combination of yellow and 
red; purple is the combination of red and blue. Another term used by 
artists is complementary color. You will notice on the color wheel 
that the primary, yellow, is opposite the secondary, purple. They are 
complementary colors, or colors opposite each other on the color 
wheel. Therefore, the complement of red is green, and the comple- 
ment of blue is orange. Pigment is the word used for the actual color 
substance that the artist uses. 

Before the latter part of the nineteenth century, the artist muted 
and subdued his colors by the use of white, gray, and black pigments. 
A surface we see as white is actually a surface repelling all colors. A 
surface we see as black is actually a surface absorbing all colors. Gray 
is the combination of white and black. 

During the nineteenth century, artists became more and more 
involved with determining exactly what sunlight did when reflected 
off a surface. The Impressionists carried this investigation of color as 
far as they could take it, given the scientific advances of their day. 
They announced that there was no true black in nature, even in the 
darkest night, and that pure, full-intensity color should be the basis 
for all painting. They created gray by mixing complements on the 
color wh<^el. Rather than having the deadening effect of black or the 
fading effect of white, the Impressionists found that gray made from 
complements was very lively and exciting. 

The color studies made by the Impressionists opened the way for 
twentieth-century artists to use color in a new manner. Much of the 
color used by modem artists is so strong that displaying their paint- 
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Good grief! It's a black-and-white 
landscape] Where's all the color gone? 



ings has become a problem R / the untrained and for the professional. 
There are many new paintings that dominate anything nearby 
because of their color. There are a few rules, however, which make it 
easier to display paintings of this nature. 

Many modern artists like to employ brilliant colors in their 
works. Often a painting will be basically blue (or any of the other 
primary or secondary colors) with a mixture of less intense, subtler 
tones. Complements tend to clash or fight with each other when 
placed side by side. We've all experienced the optical illusion caused 
by the juxtaposition of, say, pure red and pure green (complements) 
causing a vibration to the vision. Works of this nature usually cannot 
be incorporated into any sort of grouping with other colored works. 

If you own works of this type, the best way of showing them is to 
go all out for the dramatic effect and place each on a separate wall, 
opposite each other or, perhaps better, in different rooms. Dramatic 
effect means to give star-billing to a work of art. However, a strongly 
colored painting, drawing, or graphic can be used in combination 
with black-and-white drawings or paintings. Also usable are paint- 
ings where the colors are so muted as to effectively be in tones of gray. 
Still, the brightly colored work will dominate anything near it. 

A much more effective way of displaying such a painting is to 
place it near a fairly large piece of sculpture. Sculpture created in 
stainless steel, clear or opaque plastics, glass, or shiny high-tech 
materials seems to hold its own when used near dominating, bril- 
liantly colored paintings. When you design a display, it is necessary to 
remember that you, your friends, or strangers must be able to con- 
front the display comfortably, or the display is a complete waste of 
effort. 



VISUAL MASS 
AND SPACING 




■ The apparent solidity of a work of art is its 

visual mass, which is created by the color, texture, shading, line work, 
and brushwork used by the artist. Visual mass can also be the real 
volume of space occupied by a work of art, as in sculpture. 

Varying the size of works used in a display is more interesting 

21 



and therefore preferable to having works all the same or nearly the 
same size. However, there may be a series of works, all the same size 
with similar or differing subject matter, which we want shown 
together. A good solution is to align the works in a row or rows with 
the same measurement of space between each work, thus creating a 
visual mass of the entire display. In such arrangements, keep in mind 
the steps already discussed. If the individual items are comparatively 
large, you need to plan for a rather large wall expanse. It is possible 
when using a series to take the display around an inside corner of the 
room, but such a design is tricky and best left to the professionals. If 
you decide to try this kind of thing, remember that both walls 
involved will be seen by the viewer as a continuation of the same 
space and, therefore, as one visual mass. This design produces a 
dramatic effect. 

In the normal manner cf arranging one or more works, it should 
be remembered that larger pictures or sculptures should go on longer 
walls and smaller ones on shorter walls. A small picture on a large wall 
looks like the last shrimp on a serving tray; conversely, a large picture 
on a small wall usually crowds like an elephant in an elevator. A large 
picture can be used effectively in a small space only if it is treated with 
dramatic effect with nothing else nearby. 

The most exciting way to treat different-sized works in a display 
is to alternate large and small. One should keep in mind that if a small 
vertical picture is the same height as a larger horizontal picture, the 
alternating effect is minimized. The rule to remember is that the 
small picture should be about half to two-thirds the size of the large 
one, or perhaps that two small pictures equal one large one in 
surface area, A very good arrangement is one in which a larger 
picture is flanked by two smaller works. The rhythm set in motion by 
this kind of design delights the viewer and captures her attention. An 
inner rhythm can also be produced by the balance-counterbalance of 
compositionally directed w^orks contrasted with compositionally bal- 
anced ones. Contrasts can be em.phasized by mixing various media. 
However, in this kind of complicated arrangement, something should 
be used to tie the display together: similarity of subject matter, color 
tonality, or perhaps works all by the same artist. 
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FRAMING 



A PAINTING SHC:HJLD ALWAYS BE I-RAMFD TO PRO- 
vide maximum protection from accidental damage or mishandling. 
Artworks on paper, in addition to being framed, should he shielded 
by a covering of glass or plexiglass. This is called glazing. Normally, oil 
and acrylic paintings are not glazed, while drawings, watercolors, and 
graphics (original prints) are. This is because the oil and acrylic 
paintings have been protected with a varnish coat appHed by the 
artist. Works on paper, however, cannot he so treated and must be 
protected by glazing. The rule is as follows: if the work is on paper, it 
shouki he under glass or plexiglass. 

The type of framing selected lor a work should he compatible 
with, and dependent upon, the work itself, not with the surrounding 
decoration of a room. H the artwork goes well in a room and the frame 
goes well with the artwork, then the frame will go well with the 
room. Some framers, however, see the frame as a highly decorative 
entity in itself. When an elaborate frame is placed on a subtle picture, 
the piciuiL" is aliiiost totally lost v/ithin the complexity of the frame. 
A simple, uninvolved frame molding, sturdy enough to protect the 
picture's weight, is the best solution. It can be gilded or silvered, 
painted or natural wood, or even high-tech metal, but simplicity is 
the rule. An exception to this occurs when the work is from an earlier 
period in history. Then it is best to obtain a frame from the same time 
period as the v/ork of art. Generally, these older frames tend to be 
somewhat f ussy, but so is the handling of the subject matter in older 
pictures. Period frames look very good on pictures from the same 
period. When you are about to ha\'e something framed, visit your 
local art museum and see how a similar work is framed. When a Vv^ork 
is framed properly, both frame and picture should present a single, 
complete entity. 



MATTING 
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SURHLY ALL Ol" US HAVL TAKHN A IM^INT [ORIGINAL 
graphic), watcrcolor, or drawing to the iramcr and have had to decide 
how wide a margin of paper mat hoard there should he outside the 
image of our work of art. 
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From the early years of this century to the present, a much 
overused method has been to mat a work with narrower margins at 
top and sides than at bottom. The history ol" this is that original 
graphics (engravings, etchings, lithographs, scrigraphs, and wood- 
block prints) have the title of the work, edition number, and artists 
name penciled below and outside the image in the paper margin of 
the print. Since collectors wanted this information visible, framers 
compensated for the inch or so of white paper below the image of the 
subject matter by slightly widening the bottom margin of the mat. 
Soon, however, watercolors and drawings ("which are not so labeled] 
began to be matted with the same thickening of the bottom margin. 
This tends to distort the overall unity of the framed work of art h\ 
pulling the view downward, away f rom the picture subject itself The 
mat becomes more important than the picture. 

The rule lor original graphics is as follows: Top and side ffuirgins 
shotihl be equal while the bottom tnargin cun be up to an inch under 
than the other dimensions. The rule for watercok^rs and drawings is to 
make all four mat margins the same width. Your fraiiUT can ad\'is(^ 
ycni on the exact inJi-widlh ol the niat margins so your picture will 
ncH be dominated bv the mat. 
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Do you think that maybe the mat 
margins ate a hit wide? 



For i'l iK PAST si'Vi-RAL ni':c:Ar)Ks, mushum cura- 

tors, collectors, and framers have become increasingly more alert to 
the benefits of acid-free paper and to the extreme hazards of non- 
acid-free paper in the matting of artworks. Acid-free paper is madc^ 
from cloth or rags rather than from wood pulp, the substance from 
which most paper is made. 

The humidity in our atmosphere is water (H-7C)). Wood pulp is 
essentially sulfur (S). When water combines with sulfur, you get 
sulturous acid (H2SO3). All non-acid-lree paper emits a microscopic 
ftiming of sulfurous acid. The acid causes non-acid-free paper to 
become dry and brittle and to turn brown. This effect is called 
chemical burning. Chemical burning also attacks acid-free paper 
when non-acid-free paper is pressed tightly against acid-free paper, as 
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ACID-FREE PAPER 
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when a v/ork of art on acid-free paper is matted with non-acid-free 
paper. If the condition is allowed to go on unchecked, the work of art 
on the good paper will be utterly ruined by ^he bad mat. 

Acid-free paper is also called rag board or museum rag board; 
non-acid-free paper is called wood-pulp paper or pulp paperboard. 
Until quite recently, rag board was commercially available only in a 
limited number of pale colors plus white. However, now most of the 
country's largest paper manufacturers are producing rag matting 
board in a wide range of colors. Rag board is slightly more expensive 
han pulp paperboard, but your works of art matted with rag board 
Are projected from chemical burn. 



ACID-FREE MATS •It is very easy to determine whether the mats 

used on already framed pictures are made of acid-free paper. All mat 
board is made the same in its manner of building up the thickness 
plies. The top, or color, layer is placed above a series of whitish sheets 
of paper; the entire pile of paper is then laminated to form a stiff 
paperboard. The under sheets of wood-pulp board tend to be slightly 
yellowish while those of rag board are pure white. When the framer 
cuts out the beveled mat window, the thickness of the paper ply 
shows. If the color of that ply is pur^ white and stays pure white, the 
mat is made of acid-free paper. If, on the other hand, the ply is slightly 
off-white and begins to darken with the passage of only a few months, 
the mat is made of wood-pulp board. If the mat bevel is covered, it 
would be necessary to remove the backing paper (which should also 
be acid-free) and examine the cut outer edge of the mat hidden by 
the frame. The backing board behind the artwork should also be acid- 
free or damage will result. 

Another indicator of non-acid-free paper present in an already 
framed picture is the telltale sign of a brownish darkening adjacent to, 
and parallel with, the inner edge of the mat window. The damage 
under the mat will be severe by the time this darkening begins to 
creep out across the picture image. 
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#A PHENOMENON RELATED IN APPEARANCE TO FOXING 
chemical burn is foxing. It occurs when small, light brown spots 
appear on the surface of the paper These spots seem always to appear 
in the worst possible places - the middle of the sky, on the end of the 
sitter s nose — everywhere, in fact, that is objectionable. Although 
artists try to use the very best acid-free paper for their art, occasion- 
ally even the best is not quite good enough. Foxing marks are actually 
rust stains resulting from iron particles embedded in the paper during 
its manufacture. Repair of the damage from foxing is a job for the 
professional conservator. The consen^ator can also repair chemical- 
bum damage. 



#A HAZARD THAT STRONGLY AFFECTS ARTWORK IS LIGHT AND 

the exposure to ultraviolet light. Ultraviolet (UV) light is what makes OTHER HAZARDS 

plants grow, gives us our summer suntans, or bleaches color and 
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photochemically burns works on paper. The effect on paper is similar 
to acid burn, but instead of occurring around the edges near the mat 
window, UV burn dulls the entire exposed surface of mat and image. 
A new solution to this problem is the use of either glass or plexiglass 
that has been treated to effectively filter out about 97 percent of the 
UV light. Your framer will have access to this kind of glazing material. 

Other hazards for original works on paper are direct sunlight, 
which rapidly bleaches the work; paper-eating pests such as silverfish 
or cockroaches; too high a humidity, which can produce mold that 
destroys the work; or too low a humidity, which causes the surface to 
shrink, possibly tearing the paper, when the temperature is too high 
- a condition of winter heating. Although it is uncomfortable for 
home use, museums try to maintain a humidity range of 35 to 55 
percent with a temperature range of 68 to 72 degrees Fahrenheit for 
the safety of their art collections. 



ARTIFICIAL LIGHT 
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^YOU SHOULD KNOW THE EFFECTS OF ARTIFICIAL 
light on all art, especially works on paper. Fluorescent light tubes are 
often used to assist the proper growing of houseplants when sunlight 
is not sufficient. Fluorescent tubes produce large amounts of ultra- 
violet radiation. An unfiltered fluorescent tube can be more harmful 
than direct or indirect sunlight because natural light is variable and 
fluorescent light is constant while turned on, particularly in office 
environments. Lighting engineers, recognizing potential problems to 
artwork produced by fluorescent light, have devised a plastic filtering 
sleeve that effectively screens out approximately 97 percent of the 
UV radiation produced by a fluorescent tube. According to lighting 
experts, the sleeves last indefinitely, and they do not lose their effec- 
tiveness. It was the availability of this plastic that led to the inventior 
of UV-free plastic and glass sheets to cover entire pictures. 

In addition to fluorescent lighting, ordinary incandescent light 
bulbs can produce a bleaching effect on artwork. Coupled with 
bleaching are hazards of extreme drying and, on occasion, physical 
burning when the bulb gets too close. Pictures should not be hung 
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over lamps where the full flood of illumination falls directly on the 
picture. Many people use 1 00-vvatt bulbs, or higher, for table or floor 
lamps in interior Hghting. It has been discovered that an unshaded 
100-watt lamp placed less than ten feet from an artwork will do 
considerable damage, fading or dulling the brightest colors within a 
year's time. Such light is much more destructive on fabrics, especially 
tapestries and oriental rugs. The reds, pxnks, yellows, and Hght blues 
used to dye threads are particularly prone to fading in strong light. 
YouVe probably seen antique tapestries where the dark greens and 
blues are very apparent, but, for the most part, the rest of the work is 
dull gray or buff. This effect is caused by a combination of sunlight 
and artificial light. Few tapestries more than 150 years old retain 
much of their original brilliant coloring. 

Of all the hazards from artificial lighting, intense spotlighting 
(or floodlighting) is one of the worst. Because a spotlight or floodlight 
bulb is small, we tend to forget what a strong concentration of light 
the bulb projects onto a relatively small surface. Many persons using 
this lighting in their homes normally over-light surfaces, and the 
greater the light concentration, the greater the fading. Most of us have 
experienced the annoyance caused by moving a picture that has been 
hanging in one spot for a long time and discovering that the wall 
beneath is darker than the surrounding area. Light has bleached the 
wall, including the picture, so that when we remove the picture, we 
see the original wall color which was screened by the picture. When 
spotlights or floodlights have been used as the major source of 
lighting, the bleaching effect can be drastic. The remedy is to lower 
the wattage and place the light source at least ten to fifteen feet from 
the art object. 

A good way to provide even, low-intensity lighting for your 
artwork is to create indirect lighting. Indirect lighting consists of 
bouncing direct light off an intermediate surface onto the artwork. 
The traditional reason for painting ceilings white or off-white is that 
lamplight reflects off the ceiling to produce an even, indirect light 
that does not fade the furniture and fabrics in the room. If you do use 
spotlights or floodlights, use no more than 50- to 60-watt bulbs and 
keep the source light about ten feet from the object. Most museums 
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To fully illuminate a picture, use floodlights attached to a track light rail. The 
rail should be placed at least four feet out from the wall, flush with the 
ceiling. The floodlights should be placed just beyond the outer vertical edge 
of the picture and turned so the light will ralte across the surface. 



using this type of lighting find that spotlights are too damaging, so 
they use only floodlights. 

Illumination is measured in footcandies by lighting engineers. 
Many standard photographic light meters register in footcandies. To 
minimize the hazards of lighting bleach, remember that woven fab- 
rics (tapestries, rugs, and antique or modem upholstery, for exam- 
pie) should be lit by no mote than ten footcandies; works on paper 
should be lit by no more than twenty-ftve footcandies; paintings 
should be lit by no more than forty-five to fifty footcandies. Direct 
sunlight at a thirty-degree angle above the horizon (early morning or 
late afternoon) produces about 800 footcandies of illumination when 
shining into a room. Indirect sunlight at noon can register between 
200 and 750 footcandies, depending on the amount of exterior 
shading produced by vegetation. 

Picture lights (those small, tubular-shaped bulbs that fit into a 
coved; inverted trough usually fastened from the back side of the 
frame and suspended out over the top center of the picture) can be 
another source of light hazard. If the owner leaves the picture light on 
continuously, there will be strong bleaching and equally strong drying 
in the upper center of the picture, even if the bulb is as low as 25 watts 
(the us'^^al strength for these bulbs). If the bulb is stronger, the 
damage will be consistently greater. I use picture lights on several of 
my oil paintings. However, I use them only on an average of one or 
two hours a week, and even then I am concerned about the bleaching 
and drying damage that is occurring. If you use picture lights, use 
them sparingly, ivith no greater than a total of 25-watts illumina- 
tion. 
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H you have to ute picturt lights, make sure they are positioned so the lixture Is as far as possltile from the picture 
turlice and the bulb It no more than twenty-live watts. This will minimize damage from heat and reduce the hazard 
ol (ading from an artificial light source so dote to the work. Uu the light only occasionally. 



ERIC 



BEST COPY AVAILABLE 21 



No, that's not one of Picasso's models . . . she's just 

been looking at too much art above her eye level 





: Eye Level an^ C^nterline . 

. Desigtiin^ a 'G|5>^-;^rra?^^ 
;V;Find[ the 'GriD^j^'lSen^ 



;. : Double IJanging "--^ 
Multiple Hanging 
,Mi^ Rule 

■rt:':;, '^kri, -Grid .feller ns^ Js^-^' 
■ ;i/:'^;iDramktii(?;M£lect 

' * r'v.V.''':^"'"V - ■•"'i .i^-- V^V- '.v^4.> : .'-UC 

'^^i^'l^^^'lkfcletc^^ : 
" ■- ;Dynat^ic -Sy .. 
Sculpture Display ^ 
A Final Word 

' -.; ■■ >;■.-■...,- . .. 



❖ WHERE TO PUT WHAT 



WHERE TO PUT WHAT So far I have discussed, in chapter 1, composi- 

tional direction and its influence on display, subject matter, impact 
interest, visual weight, color, visual mass, and wall spacing. Chapter 2 
covered framing, mounting, and hazards caused by improper mate- 
rials and lighting problems. Now it is time to examine the actual 
manner of designing an effective arrangement. 



EYE LEVEL AND 
CENTERLINE 




♦J^The most universally pleasing way of snow- 
ing off a work of art is to position the centerline of the pictu'-e on, or 
close to, the approximate eye level of the viewer. I'm speaking of the 
horizontal centerline, which occurs exactly halfway between the top 
and bottom of the frame. 

Remember that eye level changes as much as eighteen inches to 
two feet when people sit down. If the art is displayed in the living 
room, dining room, or bedroom, most people (you, for instance) will 
probably be sitting down most of the time in the room. If you place 
wall-hung art so that it looks well while people are standing - in a 
room where most of the people stay the longest in a sitting position - 
the viewer will completely ignore the art. It is above his eye level, and 
he won't strain to look at it. 

This, by the way, is the major cause of that peculiar phenomenon 
well-known to gallery or museum visitors as museum fatigue. If the 
art is placed so that you have to strain the back of your neck, arching 
your back and stretching your legs so that, in effect, your profile 
resembles a bent bow, you will surely get museum fatigue. Standing 
in this most unnatural way tires you quickly. To a lesser degree, this 
occurs while sitting. The chief difference is that while sitting, the 
main stress is on the back of the neck. If you and most of your friends 
wear bifocal glasses, this should be kept in mind, and the eye-level 
centerline should be lowered so you don't have to crick your neck to 
look at the art. Art should he placed at a level where it is comfortable 



Fig. 14 
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to see. 



The Dutch, who are particularly adroit at museum installation, 
have displayed their national collection of European and American 
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contemporary art so that the bottoms of the biggest pictures just miss 
the floor by a few inches — in galleries with twenty-five-foot ceilings. 
The art is easy to see and to enjoy and few people avail themselves of 
the benches considerately placed in each room. You can stand com- 
fortably in front of a work without the need for rest or for relaxing 
strained muscles. 

In those rooms of your home or office where people normally 
stand or pass through, the eye level should be higher than in a room 
where people are normally seated. To determine an average eye level, 
you can measure or estimate the relative view level of the tallest and 
shortest adult members of the family or group. The average level is 
halfway between the two extremes [fig. 14). Most people are satis- 
fied with this average, although it is easier for a tall person to lean 
forv^^ard to view something than it is for a short person to lean 
backward. In the children's room, art should be placed to suit their 
eye level rather than an adult's. 

Arranging wall pieces on an eye-level centerline means that the 
middle of the vertical (height) dimension of the work is on eye level 
(fig. 1 5). In a normal sitting-room situation, the centerline should be 
slightly higher, since people tend to lean back, raising their view 
direction higher than actual eye level. This insures that the bottoms of 
pictures are high enough above sofas and chairs so that the heads of 
sitters will not rub against the pictures or frames. Aside from being 
hard on the pictures, it is extremely annoying to the person sitting 
below to have to duck away from art overhead. 




Fig. 15 



♦{►Another system of arrangement in which all FLUSH EDGE 

framed works are placed in a group with the bottom edges of the 
frames in a line, flush with each other, is flush-edge placement* In my 
opinion, this looks a bit contrived except in rare instances. The art 
seems to be subservient to any furniture or floor levels below it, and 
flush edge works only if the pictures are all approximately the same 
size. It looks ridiculous if some of the framed items are as much as 

twice as tall as the shorter ones. The same holds true for flush-top 25 
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Fig. 16 
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line, except that the pieces seem to hang from an invisible cord, like 
laundry on a clothesline. By using the centerline method, each indi- 
vidual w^ork of art is treated separately and is not forced to adhere to 
an arbitrary rule. 

Be aware of the exaa level of the horizon line tvithin the subject 
mutter. The horizon, or main line of interest (such as the horizon line 
in a landscape), which is a horizontal line, can prove troublesome if 
not taken into consideration. For example, visual discomfort results if 
pictures with greatly differing horizon lines are placed side by side 
(fig. 16). 






1 





The problem is usually insolvable for most viewers, so they 
simply won't look at the pictures. If you hung these works in the 
manner illustrated in figure 16, you'd soon want to get rid of them. 
The problem, however, is not in the pictures themselves, but in the 
hanging arrangement. 

Some people might try to line up the horizon lines, but to do so 
would probably look confusing and contrived. That certainly is no 
solution (fig. 17). 

The two examples shown here could be hung one above the 
other, with the low-horizon-line picture above and the high-horizon- 
line picture below (fig. 1 8). A low horizon line means we are looking 
upvv^ard at the subject, and a high horizon line means we are looking 
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Fig. 17 





down on it. This is not the best solution, but it would allow the viewer 
to see the works separately and distinctly. 

It is uncomfortable to see these two subjects with the down- 
looking scene above and the up-looking scene below (fig. 19). Such 
an arrangement reverses natural order and serves to confuse the 
viewer. Visual confusion is uncomfortable, and the viewer simply 
won't look at such an arrangement. 

llie best solution would be to hang these two works on separate 
walls or, better yet, with a sculpture or plant between them. 

The artist uses the horizon line as a means of establishing visual 
depth and scale to a landscape or seascape. For instance, if you placed 
a small picture that showed great depth of field (visual depth) next to 
a still life with objects shown on a table, the result would be to imply 
that the objects of the still life were the same size as che objects in the 
landscape, and the tabletop was as great in depth as the implied depth 
of the landscape. 

One of the most amusing mishaps in combining works of dis- 
similar subject matter occurred in a major museum that was showing 
a large group of nineteenth-century American works. The curator 
who designed the installation attempted to recreate the effect of 
clutter apparendy so admired by the Victorians. Among the many 
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High Horizon 



Fig. 18 
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High Horizon 



Low Horizon 



well-positioned works, he inadvertently placed a tall, vertical water- 
color of the Upper Yellowstone Falls (seen from below) above a large, 
horizontal-format still life that included a wide, shallow bowl. The 
bowl seemed to be waiting to receive the gigantic flow of water from 
the painting above. Both paintings, by leading artists, were stunning 
examples of their type. However, on the opening night of the exhibi- 
tion, a crowd gathered in front of the pair, not to admire their quality 
but to laugh at the incongruous effect. The two works were placed in 
different positions the next day. 



Fig. 19 



GROUP ARRANGEMENTS 



♦♦♦Many people seem to place pictures in 

bunches when perhaps one would be sufficient. These persons dis- 
cover that they have too many works for a given wall space, and they 
hang the pictures as a group. A group occurs when the person 
designing the display wants the pictures seen as a visual mass. In other 
words, the group becomes a decorative entity The quality in a group 
is determined by the interrelation between individual works. If there 
is good interrelation between the various pieces, the group is a 
success. Interrelationships can be obtained in an almost infinite 
number of ways. Most of the points discussed so far bear on the 
successful solution of the group: balanced composition, composi- 
tional direction/counterdirection, centerline, eye level, horizon line, 
similarity of subject matter, and balance of visual masses. 



DESIGNING A GROUP 
ARRANGEMENT 
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♦{♦ In designing a group arrangement, the easi- 

est method is to find a floor space comparable in width and length to 
the width and height of the wall to be used. Then, lay the objects and 
pictures out on the floor in the desired pattern. When this is done to 
satisfaction, make a drawing of the entire arrangement, getting mea- 
surements of the spaces between each work. Then hang the works on 
the wall in like manner 
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♦♦♦Another point to consider is the intent of DISPLAY INTENT 

your display. Display intent is what you want the display to do for 
you. If you want the display to look clumsy it can be done easily by 
violating the rules discussed so far. If you want humor, you can mix 
subject matter; if you want machinelike rigidity you can use the 
flush-edge placement; but if you want subtlety and you are con- 
cerned about getting the individual items seen, follow the basic steps 
as introduced in chapter 1, and below. 



♦♦♦The first thing to establish in hanging a FIND THE GROUP 

group is the centerline of the visual mass. Second, find works with CENTERLINE 
similar or related subject matter. Third, find the biggest picture or 
object with balanced composition and place it in the middle, prop- 
erly on the centerline. 

For the fourth step, select two more large pictures, either larger 
or smaller than the middle one, but preferably not the same size. 
These two pictures should involve compositional direction/counter- 
direction, but they can also be of balanced composition. The pictures 
should be placed at either end of the group, centered on the 
centerline. 

Then, depending on how much wall space remains, begin to fill 
in, first one side, then the other. You might compare this part to 
making an attractive and tasty sandwich — you have the two pieces of 
bread on cither side and the meat in the middle. On one side of the 
meat, you might have pickles and mustard and, on the other side, 
tomatoes and lettuce. Your art objects should be balanced in some 
way basically in overall size. Two small works can equal one larger 
work if their combined areas, plus the space between them, equal 
that of the larger work. Using this variation, you can keep the arrange- 
ment from becoming static or rigidly symmetrical. 

The simplest grouping is comprised of three works. A more 
complex grouping would be five, seven, or nine works, and so forth. 
To give impact interest, if the grouping gets rather large or starts 
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looking static, try a double hanging at one place to balance a single 
work on the other en^l of the group. 

The sample arrangements shown in figure 20 give a visual real- 
ization of sizes, eye level centerline, and overall wall rhythm. These 
tend to be formal arrangements. Number 4, however, with its use of 
two small objects to equal one larger one and to balance with the 
other side, becomes a bit lighter and less formal. The key here is that 
slighter or greater asymmetry creates less formality. Note that the 
centerline passes between the two small pictures that are double 
hung. 

Little has been said about intention of di -lay. For most people, 
the main reason to display a work of art is to en oy it themselves, have 
it seen and enjoyed by others, or to fill an otherwise empty corner of a 
room. There are those who have more specific interests in displaying 
art. For the collector, a proper, usually single-placement display 
allows him to examine deeply any aspect of his holdings; for the 
person concerned with interiors being as attractive as possible with- 
out obtaining the services of an interior designer, well-conceived 
group arrangements interspersed with single works offer great 
satisfaction. 

Throughout the preceding section, comments have been made 
10 the effect that one type of display is more formal than another, and 
the methods of achieving these different ends arc given. Formality or 
informality in displays helps set the mood of any interior. 

To review, the use of gold or silver moldings for frames (prefera- 
bly as plain as possible so you can see the work of art without the 
frame dominating] immediately induces a sense ol formality. Along 
with these metallic finishes, a treatment such as the plastic box' can 
be used to produce formality. Frames in painted or natural-finish 
wood arc usually less impressive and so introduce a note of lesser 
formality. Group arrangements, other than grid patterns, tend to be 
more informal. Dramatic effect almost always produces a highly 
formal impact on the viewer and to the room in which the work is 
placed. Grid-pattern groupings tend to produce formality, but may 
seem less formal, depending on the type of subject matter and the 
kind of frame molding used. 
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♦{►To UNDERSTAND HOW THE EFFECT OF A DISPLAY CREATING A MOOD 

can create a specific mood; you can learn much from commercial 
interior designers. For example, in fast-food restaurants, where rapid 
turnover of customers means increased income, the walls are often 
painted in bright reds or yellows with contrasting colors that are not 
particularly compatible. Visual material is neatly, rigidly, mechan- 
ically arranged, usually spaced just far enough apart so you cannot 
call it a group arrangement and too close to cause dramatic effect. If 
you analyze this interior, you will discover that it is really rather 
unpleasant — certainly not restful or conducive to lingering. That is 
exactly what the designer has intended and has created. Conversely, 
in moderately expensive restaurants — where lingering, perhaps to 
order more wine, is considered essential by the management — 
colors will be dark, muted, and soft. Visual art is usually present in 
abundance, arranged in intimate groupings that create a semi-infor- 
mal effect. In the very expensive restaurants — where the manage- 
ment doesn't expect even a single turnover but encourages the eve- 
ning's first customers to linger (dinner for two might run around 
$500!) — the interiors are exquisitely planned with light wall colors, 
rich luminous upholstery, and good art placed sparingly about the 
room, punctuating vistas most dramatically. 

In office interiors such as banks, law offices, or doctors' waiting 
rooms, where confidence in service is essential, art is used sparingly, 
usually singly for dramatic impact or in groups of two or three for 
formal effect. If, in such an office, you find yourself becoming uneasy 
while waiting for service, look around you. You will find there is 
either no artwork used to relieve the interior walls or too many poor 
examples arc carelessly scattered about, producing visual clutter. 

One of the biggest misunderstandings regarding the presenta- 
tion of artwork occurs most often in the small art gallery salesroom/ 
frame shop. Usually the owner attempts to offer as many samples of 
his wares as possible and overloads the wall space so that virtually 
nothing is visible as a separate entity. Such stort* s rarely have return 
customers (unless prices arc drastically below average), and many of 
those customers will complain bitterly about shoddy workmanship, 

even if such docs not apply. These people arc disturbed by the visual 31 
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pollution about them. The art gallery/frame shops that seem to make 
the most money and have the greatest number of satisfied customers 
are those that display framed works carefully, without the clutter 
effect. An adage applies here: "Expectation is greater than realiza- 
tion." Those customers who didn't see everything the first visit will 
probably come back to look more carefully again. 



DOUBLE HANGING 



Bifocals can be confusing if 
piaures aren't shoum 
correctly. 




1 
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When two pictures are placed one above the 

other, you have double hanging. As you have seen, one set of double- 
hung works can nicely balance a single work which has an overall area 
approximating the area of two smaller works. In this case, the larger 
work should be vertical to balance the visual effect of the double- 
hung works. When using double hanging, make sure that the overall 
vertical space allotment does not crowd the top or the bottom. 

For a slightly informal effect, a pair of similar-sized works can be 
double-hung above one end of a cabinet or chest, visually balancing a 
tall lamp placed at the other end of the chest. In this simple arrange- 
ment, formality or informality is controlled by the nature of the 
objects used. It is advisable to keep the double-hung pictures smaller 
than the total height of the lamp, but in doing so, the overall 
assemblage (chest, lamp, double-hung pictures) creates a composi- 
tional direction toward the side on which the double-hung pictures 
are placed, since they do not take up as much visual mass as the lamp. 

To keep compositional balance for such a group, the top level of 
the upper picture should be level with the top of the lamp. You must 
take care that the lamp does not cast any direct light on the pictures or 
there will be light bleaching. If you do not care about the damaging 
effect of light bleach, then make sure that any direct flow of light does 
not make a line across one or the other of the pictures (where part of 
the artwork receives indirect light and part direct light). This is an 
uncomfortable visual effect, and the viewer will not look at the 
arrangement. 
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♦{►When you place three or more works in a MULTIPLE HANGING 

vertical stack, you have a multiple hanging; which is also used to 
indicate three or more works placed in an arrangement intended to be 
seen as a single entity. Multiple hanging is a good system to create an 
intimate informality This system can present a pleasant cluster if 
composed of a variety of types of artworks. In this case, similarity of 
subject matter can be almost completely disregarded. If, however, 
you want a more formal result, keep the subject matter similar 
Multiple-hanging groups were once used to give interest to the long 
expanse of wall above a sofa. Although this is not particularly fashion- 
able anymore, multiple-hanging groups can provide pleasure, enter- 
tainment, and interest to owner and viewer ahke, in just about any 
location in your environment. 



The rule to follow in designing a multiple- 

hanging group is to determine which item or items you unsh to 
emphasize. By combining several of the group-arrangement pat- 
terns, by keeping the entire arrangement outline roughly oval, circu- 
lar, square, or rectangular with the items of chief interest in or near 
the center, and by using as great a variety between adjacent works as 
possible, you can create a marvelously entertaining, clustered effect. 

Centuries ago, long before the first museums were dreamed of, 
noblemen and wealthy collectors created what have since been called 
curiosity cabinets. These were often whole rooms filled to overflowing 
with such diverse objects as fine, miniature paintings, small sculp- 
tures, unusual or rare pieces from various contemporary or earlier 
cultures, items of natural history such as dinosaur bones (thought to 
be bones of giants and dragons), rhinoceros horns or spears from 
swordfish and narwhals (all thought to be unicorn horns), and 
similar peculiar objects. You can certainly see why these small rooms 
were called curiosity cabinets. 

These rooms were the ancestors of the cluster arrangement, 
multiple-hanging groups. As you can see, almost anything is per- 
missible in such an arrangement. When such a group is formalized, it 
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You dont think you crowded the comerji _^ , 
Utile bit, do youl ~ "' - - ' 



looks contrived, artificial, and static. It's the kind of thing you can 
play with and keep very informal. But do remember such things as 
compositional balance and direction . If you want to break these basic 
rules, be sure you break them so obviously that anyone looking at 
the rtsubs knows you did it on purpose. 

Depending on the placement and effect you intend with such an 
exhibit of diverse objects, you can achieve virtually any result. One 
spectacular such display - used in a basement game room and 
intended to lighten an otherwise dark and uninviting space - 
included discarded street and highway directional signs (one-way 
notices, speed limits, stop signs, and street-name signs), commercial 
reproductions of transportation subjects, cartoons on travel humor, 
brochures on exotic travel vacations, antique steamship-line posters, 
and modern plates decorated with vintage automobiles. The wall was 
lit by several reproduction carriage lamps. The arrangement covered 
an entire long wall of the room. The owners and their friends (most of 
whom had contributed to the collection) called it the ''travel room," 
and everyone seemed to enjoy it immensely. Such a collection obvi- 
ously included material of a similar subject matter but of a widely 
diverse variety. 

This collection is an example of the use of similar subject matter 
and effective use of multiple hanging. The only attempt to give the 
display a professional air was done through excellent framing of those 
items that had to be framed, and the framing was done by the owners, 
using ready-made or secondhand frames. With the exception of the 
travel posters, none of the material was irreplaceable, and so no 
particular preventative care was taken to guard against light bleach, 
lack of climate control, or other problems that so quickly deteriorate 
original art. 



GRID PATTERNS The travel room example noted above was 

created through a sort of haphazard, happy-go-lucky placement done 
as a group effort. That it was so highly effective was because most of 
34 the people involved used their innate design sense to the fullest, 
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because the owners made the final decision, and because they made a 
basic skeletal plan. 

Such a large scheme might have been improved or might have 
been utterly ruined by the rigid, involved complexity of a tightly 
controlled interrelated grid pattern. A successful grid pattern looks 
carefree and almost happily accidental. However, all horizontal and 
vertical lines of frame, mat edge, and even main elements of the 
subject matters compositions are carefully taken into consideration 
and made to interact one with another. Such a design cannot be easily 
put together, and once together, cannot be altered in one part with- 
out upsetting the entire effect. 

When successful, the grid pattern is the most exciting, atten- 
tion-capturing technique of all possible wall-display methods. In 
large museum temporary exhibitions, the installation designer very 
often uses this technique, because it not only enables him to display 
more pictures in a given space, with each one receiving individualized 
emphasis, but it is so eye-catching and appealing that a visitor uncon- 
sciously is drawn to it. A good designer will use the grid pattern 
sparingly, saving it, perhaps, for the exhibit s most important, smaller 
works. 

Frequently, a good interior designer will use the grid pattern 
technique in a living environment. Such designers may incorporate 
the actual furniture of the room into the grid system. Though daz- 
zling in its effect, it precludes ever moving the furniture from the 
position devised by the designer because the entire effort would 
collapse. If you have heard someone who has had an expensive 
•interior designer plan his home say, when a new piece of artwork has 
been acquired, "I'll get my designer to place this," that person 
probably has an entire house designed on the grid system. One of the 
great drawbacks to using the grid system is that living (and moving) 
persons in such interiors tend to upset the perfection of the grid 
pattern. You might feel that such interiors are like furniture store- 
window displays, which are complete without people animating the 
scene. 

The multiple-hanging technique is the basis for the grid pattern. 
Unlike the almost haphazard approach you might use in plain multi- 
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pie hanging, the grid requires you to measure carefully (by sight or by 
actual measurement) the overall area of each work; maintain and 
balance distances between two or nore works; align frame edges and 
mat-window openings on horizortal, vertical, and directional flows; 
and match such with strong horizontal, vertical, and diagonal lines 
within each and every composition of each work in the entire display. 
The reason a grid pattern is so effective is that each frame edge, mat 
width, and negative space between works is like an arrow directing 
the viewer s attention straight into a specific picture. You can under- 
stand how complex this becomes when you add the element of color. 

If you wish to try a grid pattern, start with an odd number of line 
or area drawings, matted with white mats, and framed with plain 
wood-colored or metallic frames. Select works that have fairly strong 
or obvious compositional direction within them. Then, using one of 
the simpler groupings suggested at the beginning of this chapter, lay 
the works out on the floor beneath the wall where you wish to hang 
them. Make your exact arrangement, lining up all horizontals, verti- 
cals, and diagonals to interlock with the main compositional flows 
within the pictures subject matters. 

Sounds complicated? Of course. It is very complicated. Sounds 
contrived? Certainly, it is highly artificial. That is the nature of grid 
patterning, but the finished result, if carefully and successfully han- 
dled, is well worth the trouble. Even if you don't at first master this 
technique, you will become aware of the fine art of showing art much 
sooner, and if you keep at it, you will see how soon you can easily 
contrive one of these grid patterns. 

Figure 21 illustrates the example just suggested. In this case, the 
two outermost works (Bs) have compositional direction; the other 
works have balanced compositions. The name grid pattern comes 
from the idea that in the simplest method of laying out one of these 
designs, you could use grid paper (graph paper] and, being com- 

A [ I pletely arbitrary, make your design, then find various works of art to 

fit the design. This, however, might not be so easy - finding the exact 
sizes, compositional types, and frame types. Because of using an 
interlocking design, the grid pattern tends to be more formal. 
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♦♦♦Although the grid pattern fascinates and 

delights the viewer, it is not particularly dramatic because it is subtle. 
The viewer becomes entangled in examining each work in detail, and 
although she takes the time to look at each work so carefully, her 
peripheral vision allows her to be aware of the surrounding works. 
These m.ay be somewhat distracting if the works are placed extremely 
close to each other. Dramatic effect cannot occur if there are any 
distractions. A single reproduction of the Mona Lisa, placed within 
the context of a reproduction sales gallery where all sorts of other 
pictures are seen close by, loses almost all impact. Even in the 
Louvres Long Gallery, the Mona Lisa almost seems insignificant 
when shown as just another masterpiece in a museum filled with 
masterpieces. How dramatic it was on display in Washington's 
National Gallery — placed against velvet curtains, on a stage Hke the 
star it is, with special lighting and armed guards. That's drama! 

Dramatic effect is obtained by placing a work entirely by itself 
on a major wall within a room. Attention can easily focus on it 
because there is no interference or distraction from any other ele- 
ments. One point to remember is that if you do place a work in such 
an exclusive position, it should be of good quality because anything 
so emphasized will draw immediate attention. 

Many people place a major work above a fireplace, forgetting 
that the usual fireplace is a dark, negative space much of the time and, 
in format and size, often duplicates the positive space of the picture 
(or sculpture) above. Dramatic impact is not very great in this place- 
ment. The safety of a good work is in danger when placed above a 
working fireplace because of the hazards of heat and drying, and a gas 
fireplace can cause chemical reactions with organic paints. 

A single work of art can retain dramatic effect if you place it 
above a low upholstered sofa, as long as the fabric, pattern, and color 
are very muted, or if you place it above a cabinet or chest of plain 
design. If you display a good piece of antique furniture beneath a 
painting or other work of art that you wish to have dramatic effect, 
the impact will be minimized because of the distraction of the second 
piece. Most peoples peripheral vision extends about eight feet to 
either side of what they focus their attention on (from a distance of 



DRAMATIC EFFECT 



I don't think you have to be as careful as all 
that . . . we're not putting anything else in here. 
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five feet). If you have a very long wall and can display works at 
intervals of about fifteen feet, you can still give them a fairly good 
dramatic effect. The use of heavy, car\^ed, and gilded frames does not 
create dramatic impact. Such might even interfere with the art, if the 
frame is unsuitable for the picture. Again, dramatic effect is achieved 
by exclusiveness, not by ornamentation or pretentiousness. 



SHELF DISPLAY ♦{♦So far, nothing has been specifically said 

about three-dimensional objects that are usually displayed on a shelf 
in a glazed or unglazed cabinet or in a tabletop recess. Many of the 
points discussed so far can be applied here. A wall-cabinet display 
should be viewed, for best effect, from directly in front. On one or 
more shelves, you can create fascinating displays, keeping in mind 
such points as compositional balance, compositional direction, and 
visual weight, as well as visual mass, composition flow lines, color, 
texture, surface reflectivity, and size. 

Display cabinets, when glazed, are often termed vitrine cabinets 
(vitrine is derived from the French word for glass). When unglazed, 
they may be called etageres (etage is the French word meaning /Zoor or 
level). We use the French words because the French apparently were 
the first to use such cabinets for display of small objets d'art. When 
vitrine is used without the word cabinet, it describes a bottomless 
glass box placed over a single piece of great fragility. The Victorians 
used a glass dome for this purpose. 

When making a display on a shelf, there are two basic systems to 
use, creating the right effect every time. The first system directs your 
attention to the center of the shelf (fig. 22); the second system 
directs your attention to the outer edges (fig. 23). If you have two or 
more shelves to fill, it would be interesting and more inventive to use 
the tw^o systems alternately. 

The simplest display is to select the largest or most important 
piece and place it in the center (for safety's sake) about midway 
between the front and back of the shelf Then find two smaller 
38 objects and flank the center one. Then use two more, slightly larger 
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First System 

Fig. 22 




Fig. 23 

but not as large as the center one, and flank the existing three. This 
method of using varied heights alternately is continued until the shelf 
is filled. It doesn't matter whether you finish off the outer ends with 
larger or smaller sizes. 

If any of the objects are in pairs or sets, they should be displayed 
together rather than in flanking positions, simply to lessen confusion. 
However, a small pair will probably equal the visual mass of a slightly 
larger single object and can, therefore, be balanced in that way. 
Variety of objects and types adds spice to this kind of arrangement. 
This system directs attention to the center of the shelf 

The second system directs attention to the outer edges. Find two 
c>bjects of approximately the same size or visual mass and place them 
at the extreme outer edges at each end of the shelf Then select a 
number of pieces that vary only slightly in height and visual mass and 
are considerably shorter or smaller than the end pieces (not less than 
half as high but not more than two-thirds as high is a good rule to 
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Fig. 24 



follow). This group can be used to fill the entire space between the 
two end pieces, or you can use another larger object to punctuate the 
center. 

In any shelf display, the objects should be placed far enough 
apart so that they don't create clutter (fig. 24], but they must be close 
enough together so they don't seem lost on the shelf. If you display a 
decorative cup and saucer, put the cup to the front and stand the 
saucer upright in a small plate stand behind the cup. The cup's handle 
looks best turned away from the center of the shelf, unless the design 
is hidden by doing so. If you have a series or set of decorative plates or 
other identically sized but differently decorated pieces, they look 
good evenly spaced across the entire width of the shelf (fig. 25). If 







(2) ^ 







Fig. 25 

you were to use such a line, you shouldn't try to vary it, and certainly 
don't push one plate back and the next forward. This creates confu- 
sion and clutter The two main causes of undesirable clutter are 
arbitrary variations that are not repeated elsewhere on the same shelf 
and overlapping one piece in front of another (except in the above- 
mentioned cup and saucer). 

Figures 23-25 show the two main systems in drawn example^' 
40 with some additional variables. The dotted lines indicate visual 
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rhythm created by peripheral vision's tendency to mass or group 
individual items into single multiple-formed entities. 



Objects in a glass-covered sunken top of a 

low table constitute'a tabletop display. The items most suitable for 
this kind of table are those that look best when seen from directly 
above — open books, decorative plates, miniature paintings, jewelry 
(especially necklaces or pendants), elaborate bookbindings, geolog- 
ical specimens, and anything small that looks best when lying flat. 

The system to use is closely related to wall-hung groups. It is 
important to have a subtle or mute-colored backing under the dis- 
play, but the fabric or other material can be very rich, such as 
brocaded cloth or velvet. The effect is, after all, that of a treasure 
chest. Treat it accordingly. 

If the area is fairly small, not more than one foot square, you 
would probably want the most important item in the center; if the 
area is larger, you might put two important items midway to right and 
to left; or use two objects in the center If you are using geological or 
mineral specimens (uncut gemstones, for example), you may wish to 
grade them outward in size and quality, large to small, in a sunburst 
pattern. Seashells are often shown in such tables, and they look good 
in a circular spiral, leading to the center. The main thing is to make 



TABLETOP DISPLAY 
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Fig. 26 
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the design look easy and natural, not artificial and contrived. Several 
suggested patterns are shown in figure 26. 



DYNAMIC SYMMETRY 



\ i 



\ 1 



\ 1 



A square with each side measuring 1. 
Run a diagonal across the square. 



\ 1.412 



\ 1 



\ 1.412 

Rotate the diagonal as if it was ttie radius of a circle until it Is even with 
the base line of the square. Then extend the square to Include the sweep 
of the radius. This increases the measurement of the square to 
\ 1.412. 




To divide the newly createti /ectangle in the proper manner, run a 
diagonal from one corner to the opposite. Then run a line which bisects 
this diagonal and arrives at the center of the rectangle. The dotted lines 
show the other possible diagonal lines, plus the correct horizontal and 
vertical lines. There are tour points (circled) that become the main foci 
in the design. 



Fig. 27 
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♦{►If you need a source of ideas for arrange- 

nnents of this kind or for any kind of flat-background arrangement, 
you can draw upon the design system known as dynamic symmetry. 
Dynamic symmetry is the name given to a study made by Jay Ham- 
bidge and published during the early years of this century. The study 
was meant to explain how the Greeks, Renaissance artists, and later 
designers made use of specific design principles and achieved perfect 
results each time. 

Hambidge examined such natural design elements as the man- 
ner in which petals swirl around the surfaces of sunflowers, 
pinecones, and other natural forms. He discovered that the individual 
shell chambers in that marvelous product of the sea, the chambered 
nautilus, spiraled outward in the same ratio as did the ridges in a ram s 
horn or the wooden petals on a pinccone. From this, he devised a 
principle using the Golden-Mean Section. Combining elements of 
the golden-mean section, he created the basic linear formula for 
dynamic symmetry. Using dynamic symmetry you can design a 
composition for any two-dimensional arrangement. 

To a certain extent, grid patterns follow many of the tenets of 
dynamic symmetry Virtually all of Hambidge's research was in print 
by the mid- 1920s. It was seen by American artists as a godsend and 
was taught as the prime means of making pictorial compositions in 
American art schools and colleges as late as the 1 940s. After midcen- 
tury, however, it fell into disuse; artists and teachers felt it was too 
limiting because so many students were unable to create a good 
composition without using it. It has had enormous impact on twen- 
tieth-century Americans because almost all of the American Region- 
alist artists (such as Grant Wood, George Bellows, Thomas Hart 
Benton, John Steuart Curry, Andrew Wyeth, Peter Hurd, and 
Edward Hopper) used compositions based on the grid designs of 
dynamic symmetry. 
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From the artists, dynamic symmetry was picked up by industrial 
designers, decorators, commercial artists, and practically anyone 
involved in visual design of any sort. The fact that it creates an 
enormously satisfying and pleasing composition, which the prover- 
bial nine out of ten people prefer, has given dynamic symmetry a 
staying power well beyond the average for such vogues. 

For a good understanding of Hambidge's theories, it is necessary 
to read one of his books (see "Selected Readings"). The books are all 
out of print now, but copies can probably be found in your local 
library. 

By placing items or pictures over the main focal points of Ham- 
bidge s dynamic grid and by arranging works on the connective lines, 
it is possible to create a highly attractive display design that will be 
admired by yourself and by most people seeing it. 

A very superficial description of dynamic symmetry is shown 
here. Figure 27 illustrates how the basic, Vl.412 golden-mean rec- 
tangle is formed. As you can see, this is a very unwieldy crutch with 
which to become encumbered, but if it serves your purpose, use it as 
you can. 



Sculpture is the art of creating in three SCULPTURE DISPLAY 

dimensions or in relief. Sculpture is best seen in strong, contrasting 
light and shadow. When sculpture is displayed in a full flood of light, 
it is very difficult to establish the form properly to one s satisfaction. 
Also, when the only source of light is from directly overhead, there is 
distortion of the sculptural form. The piece needs a balance of light 
and shadow to be seen to advantage. 

Full-round sculpture is the term used to describe a piece 
finished on all sides. Relief sculpture is a piece modeled only from the 
front, and perhaps the sides, meant to fit flush against a wall. There- 
fore, full-round vSculpture should be positioned so that you can see all 
of its sides. Relief sculpture can be attached to or hung on a wall. 

Sculpture is made of just about any material. The most common 
are stone, metal, and ceramic. Ceramic means that the work is of 43 
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Antique Pedestal Types 



I — 1 



Fig. 28 
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fired clay: earthenware, stoneware, or porcelain. Terra cotta, a red- 
dish or buff-colored substance, is also fired clay. Woods, metals, 
cloth, bone, glass, paper, plastic, and any combination of these mate- 
rials are all used for sculpture. Some of the materials are more fragile 
than others. 

Unless you have a large collection of sculpture (for instance, Pre- 
Columbian terra cotta or African primitive), the sculpture is best 
displayed singly or in very small groups. A piece of sculpture can be 
used for an amazingly dramatic effect when properly lighted, or it can 
add charm, such as with a Dresden porcelain figurine in a display 
cabinet. Today, many people collect the architectural sculpture 
removed from demolished buildings, and they use these pieces with 
pictures and other objects in group arrangements most effectively. 

In lighting sculpture properly, try to get a direct beam (spotlight 
or floodlight) from a forty-five-degree angle above, plus a softer 
sidelighting (window, lamp, etc.). If the sculpture is dark, it looks 
better against a Ught wall (seen with the wall closing the view behind 
it); if the piece is lighter, it will be seen better in a darker environ- 
ment. Plastic sculpture is usually meant to be lit from beneath, but 
most sculpture looks better if lit from an angle above, giving a normal, 
daylight effect. 

Most sculpture is placed on a tabletop, ledge, or cabinet top. Few 
people in private homes take the initiative to provide a sculpture with 
its own pedestal (not the base, but a pedestal that rises from the 
floor). Most of us have neither the time nor inclination to find the 
space or proper support for sculpture. We feel fortunate to have 
pieces displayed on a handy shelf. However, if you have a good piece 
of sculpture, it deserves its own pedestal support, much as a picture 
deserves its own frame. 

Traditional or antique busts and full figures in small sizes look 
excellent on pedestals dating from the historical period of the piece 
itself (fig. 28). These pedestals are usually carved marble or wood, 
often articulated with gilding or applied gilded-bronze ornamenta- 
tion. Such a pedestal is really a work of decorative furniture art in 
itself and is quite often very expensive. Pedestals that approximate 
the antique type may be made fairly cheaply out of shaped blocks of 
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wood and attached moldings, then painted to suit the piece of 
sculpture. Pedestal-like architectonic fragments, found in the build- 
ing demolisher's yard, can easily be tailored to fit the piece at hand. 
Modem sculpture looks best on absolutely plain rectangular or cylin- 
drical standing pedestals, usually made from plywood or particle 
board and painted, but also made from plexiglass (fig. 29). The only 
trouble with a plexiglass pedestal is that sometimes it makes the 
piece seem to float, and when the work gives a heavy effect of mass, 
this becomes unsuitable. 

When faced with the problem of displaying a group of very small '^'9 
sculptures (ranging from two or three inches high to about six inches 
high) that you do not want to put in a vitrine cabinet, get plexiglass 
cubes, open on one side. By making a sort of building-blocks arrange- 
ment, you can create an exceptionally good, inventive display sensi- 
tive to the problems of the sculptures' miniature sizes. Such a show- 
ing can be placed on the top of a shelf or cabinet with most effective 
impact. Some of the sculptures can be placed inside the cubes, others 
on top of the cubes, and so on. This is also an extraordinarily good 
way of displaying glass paperweights that you don't want in a tabletop 
arrangement. 



A FINAL WORD ON DISPLAY ARRANGEMENTS AND 
intentions: whatever your plan, it should look natural, easy, obvious, 
and definitely not contrived. Displays should be planned to keep 
original artwork as safe from human and natural hazards as possible, 
because damage so inflicted is usually very expensive to remedy. 
When you hang pictures above a cabinet, fireplace mantelpiece, or 
other shelf or ledge where three-dimensional objects might also be 
displayed, try to keep the bottom edges of the picture frames from 
being visually overlapped by the three-dimensional works. This 
lessens the accidental introduction of clutter, which is a detriment to 
a good dijplay. Don't overcrowd group arrangements, especially in a 
display cabinet. And last, il you create an effect you don't like, it is not 
permanent — you can always change it. 
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Headed Nail 


Fig. 30 


Picture Hook #1 
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▲ The chief tools you need for hanging pic- 
tures are a good, heavy-duty, steel hammer (an aluminum-headed 
hamimer tends to break); a six- or eight-foot steel measuring tape; a 
small oil level; patented picture hooks and nails; regular-headed nails; 
a pair of needle-nose pliers (optional); wire cutters (optional); and a 
desire to obtain the best possible effect from your labor. Sculpture 
installation needs little other than something to place the sculpture 
on and perhaps cardboard for shims. Display-case installation needs 
primarily a good design. If you choose to install fabrics in your display 
case, you need staples or wheat-paste glue to attach the fabric to the 
inside of the case, or you can affix the fabric onto a sheet of wallboard 
and insert that behind the shelves. 

A number of patented picture hooks and nails are offered on the 
market. It is better to use a picture hook, rather than a nail, because 
the hook is designed to change the direction of the weight suspended 
from it, pushing the weight into the wall and then down, rather than 
just down as a nail does. A plain nail (without benefit of a picture 
hook) directs weight straight down and usually slightly away from the 
wall (fig. 30). In a wooden surface, a nail is acceptable, but in plaster 
or plasterboard, a nail tends to give way, pulling easily from the wall. 
It takes a larger nail to support the same weight that a smaller nail and 
picture hook combination will support. 

The two chief types of patented picture hooks are shown in 
figures 31 and 32 to illustrate how this weight distribution applies 
and how the weight distribution differs from using a plain nail 
without a picture hook. 

The patented picture hooks come in packages that list the 
weights they will support. Few pictures weigh more than twenty 
pounds; most weigh two or three pounds. However, when hanging a 
large work in an ornate, hand-carved, gilded wooden frame or in a 
frame fabricated in molded plaster and gilded or given other surface- 
treatment coloration, the weight can increase considerably A work 
framed under glass will weigh more than an equivalent unglazed 
work. 

When hanging a large, heavy work, it is better to use two picture 
hooks — one on either side of the work - inserted directly into the 
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screw eyes to which the framer normally attaches the picture wire. 
When using this system, it is best to remove the unused picture wire 
because it sometimes blocks the space in the hole needed for the 
hook end of the picture hook. The wire might also abrade the reverse 
of the picture. The double-hook method of hanging has another 
advantage — to insure that the picture does not tilt. A third advan- 
tage, if the picture is quite heavy, is that two picture hooks use smaller 
nails than one large picture hook. 

When nails cannot be driven into the walls (tecause of rules in an 
apartment house or rented property], there are alternatives. If a 
molding is used at the top of the wall — visually dividing the wall 
space from the ceiling plane ~ or if there is a molding placed down 
the wall a short distance from the ceiling, you can make use of 
S hooks, designed to fit the shapes of most such moldings. In build- 
ings dating from the late nineteenth century until the 1920s or 
1930s, such moldings were called picture moldings. They were 
designed to support the weight of pictures suspended from them on 
long wires fastened at the bottom to screw eyes on the reverse of the 
pictures. If your space has such moldings and you cannot for some 
reason put a picture-hook nail directly into the wall, S hooks are your 
best answer 

To attach the picture to the S hook, you should use nylon fishing 
line instead of heavy, visible, and not particularly attractive steel wire. 
Fishing line thick enough to support a fifty-pound test weight is 
virtually invisible from a couple of feet away. Using fishing line works 
best with two lines, one fastened to each screw eye at the bottom end 
and fastened to the S hook at the top, directly above. The method of 
using one very long line, attached at either end to the screw eyes and 
supported in the middle from the picture molding, is not very safe 
because the edge of the S hook, which holds the line, is usually fairly 
sharp and can cut the line unless it is wrapped around the hook 
several times. When using the fishing-line method, make certain that 
the line is tied securely to the screw eye and to the hook. If you don't 
know how to do this, ask any fisherman who has ever tied his lure to 
the fish line. It is the same procedure. 

During the late 194()s, another type of suspension hook 
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appeared on the market, the hanging rod. This is a square-sectioned 
steel rod, about one-fourth-inch square and six or eight feet long. The 
top end is shaped to hang from the picture molding. Along the rod, 
you can slide one or more clamp hooks designed to support the 
picture wires. This would allow double hanging, but the rod has 
certain undesirable effects. The clamps have been known to slip, even 
when securely fastened according to the manufacturers directions. 
Since the back of the clamps keeps the rod slightly away from the 
wall, the rod can wobble, allowing the pictures to hang in a slightly 
different plane than the wall. Hanging rods are not very attractive, 
and you will probably want something less obvious. 



SCREW EYES AND WIRE A Most framers are very conscientious about 

placing screw eyes and wire in the proper place on the back of a 
picture. However, it is w^ise to know where the screw eyes should be 
placed and why. In today's living or working spaces, pictures look best 
when displayed with their surface planes as parallel to the wall plane 
as possible. 

In the nineteenth century, pictures were often hung at an angle 
away from the wall plane, because residue from gas lighting produced 
black soot that clung to everything, especially picture surfaces. The 
Victorians habitually put glass over all pictures, whether works on 
paper or oil paintings. To reduce reflections, they tilted pictures at an 
angle away from the wall. Sometimes this angle was as much as forty- 
five degrees from the vertical. 

This practice persisted long after its original justification, and 
even after electric lighting came into universal use, many older 
people were still hanging pictures at an angle. The Victorians got 
their pictures to hang at these sharp angles by putting the screw eyes 
near or below the centerline point on the frame. To keep a picture 
from tilting out at the top, position the screw eyes somewhere 
between one-qtuirter and one-third distance from the top edge of the 
reverse side of the frame, 
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The wire also plays a part in the angle of a hung picture. If the 
wire is so long that, when pulled upward as if hanging from a hook, it 
comes within an inch of the top of the frame, the picture will tilt out 
from the wall. If the picture is fairly large, it will need a picture hook 
at least one-and-one-half inches long, top to bottom. If the wire 
reaches an inch from the top of the frame, the picture hook will show 
above the top of the frame. 

For hanging a picture on a single picture hook, the best method 
of stringing the wire is to make it fairly short, but long enough to get 
your hand under it to place it over the hook end of the picture hook. If 
a picture is as much as three feet wide or weighs fifteen to twenty 
pounds, it is best to use tw^o picture hooks in the manner noted 
earlier. 

Over the years, I have noticed that amateur or semiprofessional 
artists often use very small screw eyes and thin, weak wire on a 
picture, especially one that is glazed. Stinting on screw eyes and wire 
is absolutely the wrong place to practice economy. These are the 
items that will keep the picture from falling. Conversely, overly large 
screw eyes and thick, heaw wire are not needed on small pictures. 

The framer is the best advisor in most cases, but if you work 
without benefit of a framer's advice, use these guidelines: for a 
picture that weighs between five and ten pounds, use a screw eye 
that lias a screw shank at least three-eighths of an inch long and an 
eye that is at least one-quarter inch in diameter; the diameter gauge 
of the extruded steel wire used for manufacturing the screw eye 
should be at least one-eighth inch thick. Don't fall into the trap of 
using the tiny, oval screw eyes unless the picture weighs under half a 
pound. These minuscule screw eyes are not long enough in shank to 
grip the framing material. Even though the larger ones will project a 
bit behind the frame (and thus keep the picture from hanging flush 
with the wall), they are safer to employ and, in the long run, will not 
produce the troubles that the too-small ones create. 
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Vm sorry dear, it's upside doum hut in 
exactly the right spot, . . . 
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A As HAS BEEN SAID, THE FRAME IS USED ON A Pic- 
ture to protect it. A frame can be plain, elegant, fussy, ornate, 
nnetallic, or even plastic, but it must protect the work it confines. 
During the 1950s and 1960s, when many practicing artists used 
simple slats of wood, nailed onto the stretcher of a painting to serve as 
a sort of finish around the painted surface, one got used to seeing 
screw eyes mounted directly into the stretcher. This is to be avoided 
whenever possible because the stretcher is the chief physical means 
of maintaining the tension required to keep the painted canvas taut. 
A screw eye can easily split a painting stretcher, or if the shank is too 
long, it can pierce the canvas from the reverse side. Either of these 
things is enough to cost a lot of money in repairs. 

When affixing a painting into a frame, you should first make sure 
that the rabbet (the recess into which the painting fits) is clean and 
smooth. After placing the painting into the frame, be very careful not 
to nail through the stretcher into the frame. This shortens the life of 
the stretcher and thus the life of the picture. If the back of the 
stretcher is flush with the back of the frame, steel straps (about three 
or four inches long) can be screwed across each corner of the frame, 
on the diagonal, to hold the corner of the stretcher in place without 
allowing it to shift. If the back of the stretcher projects beyond the 
back of the frame, small straps of spring steel (about three inches 
long) can be screwed to the frame and rotated across the back of the 
stretcher to hold it securely in place. An average-sized picture of 
about two feet by three feet needs only one such strap in the center of 
each side. 

Another consideration in framing is backing. Paintings on canvas 
do not require (and should not have) paper glued to the backs. Paper 
is glued to the back of glazed pictures to keep insects from entering or 
at least to deter them a bit. On canvas paintings, an inert rigid plastic 
sheet, about one-eighth- to one-quarter-inch thick, can be fitted 
under the holding straps along the stretcher One such product on the 
market is called Fome-Cor® and is available from most good-quality 
framers or artists suppliers. Fome-Cor® is made of plastic foam and is 
constructed with a cellular inner layer that allows air to pass through 
but screens out insects and dirt. 
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Backings are used to keep foreign material from falling into the 
tight space between the inner edge of the stretcher and the reverse 
side of the canvas. Such material can cause damaging bulges to 
appear on the front of the painting and will ultimately cause deterio- 
ration of the painted surface. A backing will also help keep a painting 
safe from accidental pressure from the reverse (another major cause 
of painting damage). This can occur when you lift a framed picture 
with one hand and squeeze your fingers against the back of the canvas 
or when you lean a picture against the corner of a piece of furniture. 
Too often, a sharp edge can push strongly into the unprotected 
reverse of the canvas, or worse, actually cut or tear the canvas from 
behind. And then - $$$$! 



▲ Now, IF youVe got your work of art in per- hanging PICTURES 

feet condition with wire and screw eyes just right, made all your 
design plans, and have not been scared silly by all the comments on 
w^hat can go wrong, you are almost ready to hang your picture on the 
wall The next step is measuring. 



A One of the questions I have been asked most MEASURING 

often regarding an exceptionally good installation treatment is, ''Do 
you really measure everything?" The answer is a good loud ''YESV 
How many times have you seen (or, alas, been involved with) some- 
one who wants to rearrange the furniture? Perhaps you know from 
experience that the real intention is to make a room seem larger 
without taking anything out of it. The problem might stem from the 
fact that the room w^as never measured to determine the space 
available for the volume of mass to put in it. 

On a much smaller scale, hanging a picture requires accurate 
measurements, or you may end up with a wall that looks like a piece 
of Swiss cheese. Fortunately, nail holes in the wrong place can usually 
be covered by the artwork, but if not, a little caulking compound and 

a dab of paint will suffice to mask the holes. 53 
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EYE-LEVEL PLACEMENT 
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Frame 



Centerline of Frame 



Centerline 
^rto Top Point of Wire Heiglit of 
" ' ~ " Back 
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▲ To HANG A PICTURE AT STANDING EYE LEVEL, TAKE 
the following steps: 

1) Determine your eye level on the wall by measuring the 
distance from the floor to the line on the wall that is even with your 
eye level. The eye level will be where the centerline of the picture 
goes. 

2) Measure the greatest height of the frame, from the back, and 
divide this measurement in half. This determines the centerline of 
the frame. 

3) Pull the picture wire tightly upward, as if it were already 
hanging from the picture hook. 

4) Measure the distance from the centerline to the top point of 
the wire, as determined in step 3. 

5) Add the measurement from step 4 to the eye-level line on the 
wall. This is where you put the picture hook. 

There is a possible leeway from side to side of about one-half to 
one inch where the picture can hang without tilting. A final adjust- 
ment, after you've put the picture in place, can straighten any 
crookedness. The picture wire will shde easily on the hook for this 
adjustment. 

If you are double or triple hanging in a vertical stack, an easy 
way of getting proper placement is to position the lowest picture 
correctly remove the picture from the wall, and measure the next 
picture above from the bottom of the picture to the taut picture wire. 
Add to this measurement the space you want between the pictures. 
Add this combined measurement upward from the first picture hook. 
That is where the second (upper) hook will go, and so on up the wall. 
You can, of course, start with the uppermost picture, but it is some- 
what easier to start with the lowest one. 

If you wish to mark the wall before putting in the nail so you 
won't lose the exact position, use a light pencil mark. This can easily 
be erased, but it's difficult to erase a ballpoint pen or other more 
permanent mark. If the art is being hung on a fabric-covered wall 
where the cloth has a loose weave, such as burlap, mark your place 
with a small nail — preferably a slightly bent nail — inserted into the 
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weave at the correct place. Remove the nail before making the picture 
hook secure against the wall. 



A If the room where you are hanging pictures is KEEPING PICTURES LEVEL 

subject to vibrations from outside traffic or other types of heavy 
vibrations, it is much better to use the double-picture-hook method 
(one in each screw eye) to keep the picture level. If you cannot or 
don't want to do this and if your wall surface is fairly durable material 
(not wallpaper), make small loops of masking tape (sticky side out) 
and press one on each bottom reverse corner of the frame, hidden 
from the front. Then gently but firmly press the bottom edge of the 
picture against the wall. The masking tape will tend to keep the 
picture where you've placed it. You may also use rubber, toilet-seat 
tacks for this purpose. 

In order to be sure that you get the picture absolutely level, you 
can lay a small oil-bubble level on top of the frame molding after you 
have the picture positioned. Such a level (about four inches long) is a 
very handy tool when hanging pictures. 

Sometimes, especially with older pictures, you will find a frame 
that isn't square. To hang such a frame with sides vertical may make 
the top and bottom so off level as to be highly objectionable. In this 
case, sighting visually instead of using a level would probably be your 
best solution. Such frames will never be quite right, but you can 
achieve the best result by not depending on mechanical means. 

Round pictures in round frames (as opposed to round pictures in 
square frames) pose a problem if the framer has not found the correct 
places to put the screw eyes. Look for obvious horizontal or vertical 
Hnes in the composition (such as the horizon line, the outer walls of 
buildings, the verticality in a portrait pose, or a tabletop in a still life) 
and place the screw eyes so that any of these elements are as horizon- 
tal or vertical as the artist obviously intended them to be. Often, the 
ornamentation on an old circular frame will help tell you where the 
top center is. 
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COMBINATION DISPLAY ▲ When placing sculptuiie in conjunction with 

picturCvS in a centerline arrangement, the sculpture should be treated 
as simply another item in the display, with the centerline of the 
sculpture level with the centerline of the pictures. Remember to 
make the sculpture pedestal high enough to insure that the centerline 
of the sculpture is even with the centerline of the whole arrangement. 

When your arrangement consists of ornately framed antique 
paintings and sculpture of the same general antiquity as the paint- 
ings, and the sculpture is placed on an antique period pedestal 
(fig. 28J, the cent Tiine should be lowered somewhat to indicate that 
the pedestal is part of the art, rather than letting it be the usual prop. 
When you have a pair of antique pedestals with pendant sculptures 
(two works intended by the artist to be seen as one workj, the 
sculpture/pedestal pair would show to advantage flanking a good- 
sized painting or a fairly large chest. However, for the greatest impact 
in displaying antique sculpture, use dramatic effect. 

▲ Modern sculpture looks best when displayed 

on plain, rectangular or cylindrical pedestals (fig. 29). The pedestals 
can be made of wood (solid boards, plywood, or particle board) 
painted or stained to be compatible with the sculpture. The use of 
clear acrylic-plastic rectangular or cylindrical pedestals is very popu- 
lar, but when you use a clear plastic pedestal, remember that the 
pedestal visually appears to be insubstantial and that the sculpture 
seems to float. 

A pedestal is actually an upward extension of a floor space, 
designed to present the sculpture at eye level. The top platform of the 
pedestal is called the/Zoorof the pedestal. To determine how big this 
floor should be in relation to your sculpture, make the floor area 
slightly larger than the outermost extensions of the sculpture. This 
will reduce the risks of damage since the visual mass of the pedestal 
tends to keep people from walking too close to the work. Portrait 
busts pose a problem because the width of the shoulders could 
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necessitate a pedestal width of unsightly size. You must use your own 
judgment in this case. 

Make sure the sculpture ^nd pedestal sit level without wobbling. 
Either sculpture or pedestal can be shimmed with small pieces of 
folded cardboard or wood slivers. The sculpture normally has a 
sculpture base of wood or stone screwed to the bottom of the piece. 
These bases usually have felt covers affixed to the underside to 
protect surfaces from scratching and to assist in leveling. It is not a 
good idea to put mv^al glides or rollers under a pedestal bottom 
because the glides or rollers can allow a casual jarring to become a 
major catastrophe — the pedestal might scoot under a light pressure, 
upsetting the sculpture. 

Generally, sculptures are not fastened to their pedestals. There is 
no great need if the pedestal is the proper size, and the chance of 
damaging a sculpture while trying to fasten it securely is high. If, 
however, it is necessary to fasten a sculpture securely to a pedestal (an 
option which almost always requires the pedestal, in turn, to be 
fastened securely to the floor under it), there are a number of meth- 
ods. If you can put screws into the pedestal floor, one way is to place 
step-clamps on each sid : of the base, tightly screwed to the pedestal 
floor at the bottom ends of the clamps. These clamps can be either 
plastic (virtually invisible but easily broken) or plastic-covered metal. 
Where the clamps come in contact with the base, they can be covered 
by plastic sleeves or separated from the base by tiny strips of foam 
rubber. Flexible plastic tubing in a variety of sizes can be shaped into 
sleeves to fit over the clamps. The plastic tubing used by most 
museums to fit over metal clamps is actually the clear plastic air-hose 
tubing used in home aquariums. The step-clamp method is the most 
widely used manner of securing sculpture to pedestal, but in some 
cases, dowels, pegs, or screws in both the pedestal and the sculpture 
base are the solution. The more elaborate methods of securing the 
sculpture to the pedestal should be handled prcfessionally. Your local 
art museum could advise you best on these methods. 
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A The arrangement of objects in display cases 

has been covered in chapter 3. If, however, you want to give object 
display the drama museums use to set off their finest silver, porcelain, 
goldwork, glassware, and objets d'art, the secret is to use fine fabrics 
to line cases. Most of us have seen a nicely wrinkled, draped, or 
pleated arrangement of rich cloth under a precious object, as in 
jewelry stores or china departments of retail stores. The implication is 
that the object is so rare and valuable that this kind of emphasis is 
needed and warranted. However, this treatment draws attention to 
the cloth at the expense of the object. The cloth also creates an 
unstable flooring for the piece, which cannot sit securely on the shelf 
or floor of the case. 

Stretch the cloth, or hang it without pleats or drapes, on the 
inside back of the case and, if desired, on the sides. It can also be 
stretched tightly across the bottom shelf if the fabric-covered surface 
still provides a smooth, level flooring for the objects. The cloth 
should be one color rather than multicolored, which would draw 
attention away from the objects. 

If a patterned surface is desired, it would be best to use a damask 
fabric. Damask is woven in smooth and textured designs in all the 
same color. Plain silk and linen are good fabrics to use because there is 
no pattern other than the weave. If you are displaying Chinese 
objects, silk is almost a requirement. Primitive sculpture, masks, and 
folk objects look good against rougher materials such as burlan. 

Choosing the proper color is very important since the color can 
set off the objects or fight them. For example, if you display a group of 
small, antique bronze sculptures, which are greenish-brown, use a 
muted yellow or gold silk, linen, damask, or synthetic fabric because 
the muted yellow tone is richly compatible with the old bronze color 
- the bronze was originally gold before it aged, and some golden 
highlights may still show faintly. 

A word of warning about using synthetic materials: if the display 
case is lighted from within or receives strong light from an exterior 
source, synthetic fabrics may fade very quickly. Burlap also fades 
rapidly unless you use the natural hemp color. Fine-quality natural 
fabrics do not fade as quickly. 
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A Display cases lit from the inside look best DISPLAY LIGHTING 

with glass shelves. Light passes easily between the shelves^ and if the 
source of light is at the top front, a nninimum of shadows is cast by 
pieces on the shelves. In using this method, place objects on the top 
shelf close to the back wall of the case. On each successive lower 
shelf, place the objects slightly more forward so that the objects on 
the bottom shelf are quite close to the frcnt plane of the case. By 
doing this, the shadows cast from an upper object fall behind a lower 
one. For a more even light throughout the case, the use of additional 
vertical side lights or fluorescent tubes is often preferable, particu- 
larly in tall cases. Sidelights can be masked to hide the visible light 
source. If you use fluorescent tubes, be sure to protect the objects and 
decrease the fading of the fabric by placing plastic ultraviolet filter 
sleeves over the tubes. 

When you use a display case with solid shelves, a light source for 
each shelf is needed to produce a desirable lighting level. This can be 
done by attaching a small, shielded tube light to the front center 
above each shelf. The fixture for a lower shelf is fastened to the 
bottom of the shelf above. Additional shielded sidelights are usually 
necessary to obtain sufficient light. 

In display cases with glass doors, light can build up heat inside. 
Ventilation should be provided, especially if you are showing organic 
materials (wood, textiles, bone, paper, etc.). Stone, metal, glass, and 
ceramic objects are less sensitive to heat. Ventilation can be as simple 
as a series of one-half-inch diameter holes drilled across the top of the 
case at the rear. 



A Oriental art, with the exception of screens DISPLAYING 

and scrolls, can be treated as any other type of two- and three- ORIENTAL ART 

dimensional art regarding the proper display and installation meth- 
ods. However, Oriental screens and scrolls are normally displayed by 
Westerners in a manner completely alien to Eastern usage. The 
Chinese and Japanese use screens and scrolls in their daily lives on a 

very temporary basis. A screen may be taken from storage and used to 59 
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create the proper atmosphere during an important banquet and then 
put carefully back into storage. A scroll may be carefully unrolled, 
hung from the special viewing rack designed for this purpose, and 
examined by the. owner while a particular poem is read. Afterwards, 

^ ■) the scroll is carefully reroUed and put safely away while another may 
be brought out for reading. 

The screens and scrolls are extremely fragile. They are painted in 
colored inks, often on gold-foil paper (screens) or rice paper glued to 
metallic-threaded damask (scrolls). The screens are mounted on thin 
* wooden frames coated with many layers of shiny, brittle lacquer. The 
scrolls are weighted with rollers of ivory, jade, cinnabar, malachite, 
and lapis lazuli. These are treasures, indeed] 

To simply put a frame around a completely flattened screen or 
fasten a hanging scroll permanently in a shadowbox seems a desecra- 
tion. However, most Westerners do not have the inclination or the 
space to arrange a screen as a self-supporting unit or to unroll scrolls 
only on special occasions. There are solutions that, although not 

• historically correct, can ser\^e our needs. 



SCREENS ^ The usual antique (six'i eenth- through nine- 

[ teenth-century) Chinese and Japanese screens found in American 
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method of display that somewhat approximates historical accuracy 
consists of arranging the screen as a self-supporting unit, Ufted so that 
the centerline is at eye level. This is done by supporting the screen on 
a shallow wooden ledge or shelf with a lip on the edge away from the 
wall (fig. 33). The shelf should be lined with cork sheeting or other 
nonslippery substance that is compatible with the materials of the 
screen. The shelf should be about sixteen inches from front to back 
and as long as the screen is when measured flat. When the screen 
stands on this shelf with the panels in accordion position, the shelf 
Fig. 35 
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will be about eight inches longer than the screen (fig. 34). The 
hazard of this kind of display is that the screen is not fastened or 
secured to shelf or wall and might be accidentally knocked over. 

A less bulky, historically inaccurate method is to flatten the 
screen against the wall, supported on a four- or five-inch-deep lipped 
shelf as long as the flattened screen, lined with cork sheeting (fig. 35). 
Additional strips of cork should be placed as padding between the 
bottom edge of the screen and the shelf lip and betv/een the screen 
and the wall (fig. 35). The screen should be positioned about an inch 
away from the wall to allow circulation of air behind the screen 
minimizing potential damage from mildew and mold. An L molding, 
available from any lumber company, is placed across the top of the 
screen and screwed to the wall. The L molding should be padded with 
foam rubber on the inside where it touches the lacquered screen 
frame. The molding must not put any downward pressure on the 
screen. 



SCROLLS A The simplest and easiest method of display- 

ing a hanging scroll is to hang it from a headed nail. Drive the nail into 
the wall so that the nail angles upward slightly and projects from the 
wall about one inch. Put the braided cord that is normally fastened to 
the rigid top slat of the scroll over the nail and gently unroll the scroll 
down the wall. Make sure that the ornamental cloth strips that are 
fastened to the rigid slat on the front side are allowed to hang down 
the front of the scroll. These two strips are designed to balance the 
visual mass of the painting on the scroll and draw the viewer's 
attention up to the top of the scroll (fig 36). Scrolls are usually 
meant to be read from top to bottom. 

This method of hanging a scroll gives no protection whatever to 
the scroll. Unprotected in any way, the scroll is liable to receive any 
kind of accidental damage. InttTior humidity tends to make the sides 
of the scroll curl inward, and too little humidity tends to make the 
glue become excessively dry, crinkling the surface of the painting. A 
(y2 plexiglass shield, projecting a couple of inches beyond the outer 
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dimensions of height and width overall, can be secured in front of the 
scroll so that it does not touch any of the surfaces of the scroll or its 
bottom roller to minimize damage from touching. However, this 
method does not solve problems of climate. 

A method often used to display a hanging scroll is the use of a 
shadow box. The method outlined above is essentially a shadow box 
without the top, bottom, or sides. A shadow box is a shallow box 
used for the display of three-dimensional objects hung on a wall. A 
hanging scroll, because of its top slat and hea\^ bottom roller, is three- 
dimensional. The interior of a shadow box can be covered with fine 
silk or damask compatible with the rich fabric used on the scroll 
itself If you use a shadow box, several small holes must be bored 
through the top and bottom projecting elements to allow a slight 
circulation of air through the box but not enough to cause curling 
from excessive humidity. 




This Oriental-type hanging 
scroll, with a heavy roller 
weighting the bottom, Is shown 
hanging from a single, headed 
nail. The woven tie cord hangs 
out of sight behind the scroll, 
while the decorative ribbons 
hang down the front. 



Fig. 36 



A Oriental hand scrolls are not often found HAND SCROLLS 

in Western private collections. A hand scroll is much like a hanging 
scroll except that it is meant to be seen horizontally instead of 
vertically. Also, instead of presenting just one scene, a hand scroll 
normally illustrates a series of connected events (as in a modern 
cartoon strip). A hand scroll is meant to be used while the viewer is 
seated, holding both ends of the scroll in the hands, and unrolling it to 
the left. The greatest amount of picture exposed at a time is about 
three feet. Hand scrolls can be as short as a couple of feet and as long 
as the artist felt necessary — sometimes ^'hy or sixty feet. 

In my opinion, a hand scroll should not be placed on long-term 
display, but if you own one and want to show it along with the art 
objects in your home on a more or less permanent basis, the following 
method will possibly cause the least damage to tl-c work. The 
damage, incidentally, comes from light exposure, gra\ itational pres- 
sure on the bottom side of the partially unrolled scroll, and the 
vagaries of climate inside the display case. 

On the top of a table, cabinet of similar height, or a specially 63 
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constructed stand, arrange a sheet of clear^ colorless, rigid plastic 
measuring three feet long by a couple of inches wider than the height 
of the scroll. Lift up the back side of the sheet so that the surface 
plane is at an angle of no more than thirty degrees from the horizontal 
and secure the angle in place by thirty-six degree triangular wedges at 
each end and in the middle. Affix a three-inch lip at the bottom edge 
of the sheet (fig.37). Prepare a clear plastic vitrine box to fit over the 
angled plastic sheet, leaving a clearance of about six inches above the 
top of the sheet at its highest point. 

Unroll the screen to the scene you wash to show and gently place 
the scroll on the angled sheet. Take two flat plastic strips, each 
measuring tw^o inches wide by one-fourth inch thick by as long as the 
space from the bottom lip of the sheet to the top edge of the sheet, 
and lay one strip at each end of the unrolled scroll against the bottom 
edge of the roll. These strips should hold the roll open. Then place 
the vitrine case over the entire set-up, leaving a breathing space of 
about one-fourth to one-half inch between the bottom of the vitrine 
case and the tabletop (fig. 38). 





Fig. 37 
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The display should be in the darkest corner of the room, but if 
there is any great amount of light falling on the case, cover the case 
with a piece of fine fabric and remove the fabric only when you or 
another wish to see this rare treasure. You should also change the 
picture or scene quite often so that there is no light fading in one 
particular place. 



A If you have good furniture you wish to make 

the special center of attraction in your home, it should be treated 
with the usual care given antiques regarding waxing, usage, etc. In 
placing such pieces, keeping them away from a main traffic pattern in 
your home will help minimize accidental damage. Don't put your 
rare Chippendale whatnot in a dark hall where everyone trips over it. 

Remember that gilded furniture is made by gluing gold-leaf over 
gesso (a sort of plaster of Paris) which has been applied over carved 
wood. Such pieces are quite fragile, as are their delicate designs. 
Strenuous dusting or rubbing on the wood parts will quickly remove 
the gold-leaf (which is about one-tenth as thick as a piece of tissue 
paper). Light will rapidly fade the fabrics with which they are covered 
or will bleach their wooden surfaces. Low humidity (as with winter 
heating) will shrink and warp the wood, and high humidity will allow 
wood to expand, breaking corner joints. 

Don't fall into the error of automatically having a piece of 
antique wooden furniture stripped of its old varnish. The color, 
referred to as patination,is one of the means the dealer uses to set the 
price. Stripping a piece of furniture in good, antique condition can 
also strip the monetary value doum to zero. Part of the pleasure of 
owning antiques (or works of art of any type and period) is learning as 
much about them as possible. Only when you know what an antique 
should look like can you determine if the surface ought to be changed 
or left alone. 

The best use of antiques is to use them. They were made for use 
and, with a certain care, will long outlast modern furniture. 



FURNITURE 



It may be unique . . . attd it may be 
functional but I don't think it would look 
good in the front hall 

'Emu 
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✓ After acquiring art of an\ type, media, or 

variety [including reproductions), it's a good idea to keep records on 
what you own. Records not only help you know the range of what 
you've obtained, but in making up the documentary card or sheet 
and filling in the information, you learn a great deal about the artist 
who created your work of art and about the work itself. 

Recordkeeping, invaluable when having your art insured or 
replaced in case of accidental loss, should go hand in hand with 
owiilrcT art. Admittedly, few of us take the time to make these records 
prior to loss or damage, but most of us "always meant to do so," One 
of tie major obstacles that keeps us from making records is ignorance 
on how to go about it. 

We probably carry life insurance on ourselves and on our fami- 
lies. We probably have our household objects insured, and certainly 
must, by law, keep our automobiles insured. Keeping records on an 
art collection is closely related to keeping records on insurance pol- 
icies. In both cases, records assist us during the trying moments of 
actual loss or damage, and in the case of making and keeping records 
on an art collection, the records can make the heartache and head- 
ache of loss of art a great deal less formidable. These points hold valid 
even for commercial reproductions, which, although replaceable, 
have a certain monetary value for the initial purchaser. 

I know of a couple who inherited a fine collection of original 
paintings and antique furniture. This collection stimulated their 
interest in all art. Although they did not have the funds they felt were 
required to obtain additional original artworks, they began to buy 
commercial facsimile reproductions of paintings they admired. 

As time passed, the couple assembled a very large collection of 
reproductions, including so many schools of painting, periods, and 
nationalities that eventually their reproduction collection reached 
the proportions of a genuine teaching aid. Few people take the time 
to put together a good, educational selection of facsimile color 
reproductions. However, this couple, because of their interest, made 
just such a collection. 

They very shortly discovered that to cover the field as they 
wished, it was imperative to keep records of what they bought. On 3" 
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by 5" file cards, they recorded the artist's name and nationahty, birth 
and death dates, title of the original and any alternate titles, size of the 
original and of the reproduction, location of the original, whether 
they had visited the location housing the original, whether they had 
seen the work, the date they bought the reproduction, and how much 
they had paid for it. 

By the time the couple had sufficient funds to acquire more 
original art, they were extraordinarily well informed on art, and they 
had an amazingly complete collection of high-quality reproductions, 
many of w^hich w^ere no longer available on the commercial market. 
They did not frame and hang these for display. They dry-mounted the 
reproductions and used them as learning aids, like books. 

For the owner of original artworks, recordkeeping is \ital. An 
insurance company normally requires updated valuations for most 
itemized coverages. Setting up records and keeping them current 
takes little time and can prove to be a fascinating adjunct to owning 
art. You may keep simple records, as did the couple mentioned 
above, or you can make more elaborate records similar to those kept 
by museums. 

The best source of information for records comes from the 
dealer from whom you buy the work of art. Usually this kind of 
information is furnished on the bill of sale for the work or on an added 
information sheet provided at the time of purchase. A certain 
amount of the information can be obtained from the work itself: 
precise measurements of height and width, exact location of the 
artist s signature (if present), date of work and location on work (if so 
given by the artist), condition of work at time of purchase (framed, 
unframed, has clean varnish, needs varnish cleaned, etc.), and other 
information about the physical condition of the work. If you have 
leanings toward being an art detective, it s very rewarding to find out 
as much as possible about the artist and his style of work. You may do 
this by visiting the local library and reading on the subject. You can 
also find other people or institutions who own your artists work. 
Because most owners are quite happy to know more about the items 
they own, you can exchange information with them. 
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PHOTOGRAPHIC RECORD ✓ You should obtain a good-quality black- 

and-white documentary photograph of your artwork as soon after 
you buy it as possible. Usually the dealer can supply the photograph, 
normally at no extra charge. Black-and-white photos are preferable 
because color photography is so uneven and undependable. Black- 
and-white photos are also less expensive. What you need is simply a 
good photographic record of your work, invaluable for insurance 
purposes if the need ever arises. 



ACID-FREE PAPER |/ For good recordkeeping, use paper that does 

not crumble and disintegrate over the years. Typing paper, file 
folders, and file cards in a variety of sizes are made in acid-free paper, 
which does not turn dark, dry, and crumbly, and will survive in good 
condition for centuries. Most acid-free paper made today costs about 
the same as non-acid-free, wood-pulp paper. Typing paper labeled 
raghond is basically acid free, sufficient for permanent records, and is 
available at most stationery stores. Acid-free file folders and index 
cards are not so easily found, but they can be ordered by your 
stationery store, or you can write one of the suppliers listed at the end 
of this book. 



DOCUMENTARY RECORD ✓ The information that should be recorded on 

the documentary information sheet (fig. i9) is as follows: 

— Artists full name. 

— Artist's nationahty. 

- Artist's birth and death dates (or birth date only if still living or if 
death date unknown]. 

— Title of work. 

- Date of work (if known; otherwise, approximate date). 

- Medium of work (oil, watercolor, engraving, bronze, 
stoneware, etc.). 

70 - Dimensions of work. (List height first, then width. For example, 
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H. 10 X W. 15 inches. Unless you are a metric-measurement fan, list 
dimensions in inches and feet.). 

— Whether work is signed, and if so, record exactly how signature 
appears on work. 

— Location of signature [be sure to note if there are additional 
signatures on the reverse). 

— Any other marks or inscriptions, and where located on work. 

— Previous ownership (museums call this provenance); list in 
chronological order from earliest time to your ownership. List dealers 
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as well as collectors and the date each previous owner sold it, if you 
know. 

— Condition at time of purchase. 

— Date of purchase. 

— Cost at time of purchase. 

— Name and full address of dealer, including telephone number. 

— Current valuation. [You should get work appraised every tw^o or 
three years by a reputable appraiser. If you keep track of the activities 
in the auction market, save money and do this yourself; however, you 
should have a new, professional appraisal at least every five years.) 

If your works are major-quality art and you make them available 
for loans to museum exhibitions, record where they have been exhib- 
ited. List the exact name and address of the museum and the exact 
name and dates of the exhibition. If your works have been the subject 
of published articles, record this information in the normal bibli- 



How to Set Up a Documentary File Folder 

Acld-Free Taper File Folder. Full Cut. 8V^" x 14"^^ ^^^^.^^p ^^^g, p^^^^^^^ 




Acid-Free Paper Sheet, m" x 11" or 8'/?' x 14". 
for recording documentary information. 
Insurance records, scuolarly opinions, value 
records, and sales records are placed under this 
top sheet. 



Acid-Free Paper Label with Acid-Free Glue 



Acid'Frce Paper. 8" x 10" Photoo^aph Envelope (without flap), 
stapled to the tile folder at the top edge. 



Fig. 40 
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ographical listing manner, which your local library can explain. 

All the above information is called documentary information. 
When museums use this kind of information sheet, it is ailed a 
docu^ientary information sheet; each work of art in the museum's 
collection has a separate sheet, placed in its own documentary folder 
(fig. 40) which also includes all photographs pertaining to that work 
of art. Whether a private collector wants to gel that complicated is a 
moot point. If you should w^ant to, your insurance company would be 
delighted, as well as your lawyers and, one day, your heirs. 

This kind of complete record is somewhat akin to a complex 
recipe. Many of us probably keep somewhat skimpy records of the art 
we own. Skimpy records are like a recipe for stew that says, "Take 
some meat, vegetables, and spices, then cook." The lesult could be 
rather dubious unless you are an expert chef, and then you'd probably 
throw^ the recipe aw^ay as useless. Many well-intentioned people keep 
records that, when needed for insurance, legal, or other purposes, are 
virtually useless. It's so easy to do it right that you should develop the 
habit along with displaying your art in an attractive and interesting 
manner. 

The complete recordkeeping method used by museums 
includes 1) the documentary file, 2) a condition report file (updated 
twice a year), 3) a location file, 4) a storage location file, 5) a 
photograph file, and 6) an index file. This is mentioned only to 
illustrate the importance of recordkeeping for an institution devoted 
to the acquisition, collection, and display of art objects. If you wish to 
put together a docum.entary file, your local art museum could be of 
great assistance to you in finding the proper type of paper, etc. A copy 
of your records should be kept in a separate place (safety-deposit box 
or office) in case the origi -^als in your home arc destroyed or lost. 

One bit of information museums keep in the documentary file is 
what the critics and scholars say about the work in question. This is a 
very important item if you, too, want to be sure that what you think 
you own is actually what you do own. Whether you buy a painting or 
other work of art for little or much, you dcscr\'c to know, as clearly as 
possible, what you have. This may even be more applicable when you 
inherit such a work. How do you find out about what you own? 
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LEARN ABOUT YOUR ART \/ There are a number of ways to find out what 

you own. If you really want to make finding out a learning experience 
for yourself — and this is probably the most rewarding way because, 
by the time you finish, you trvily know the work at hand and have 
greatly expanded your awarenesr^ of all art of a similar nature — you 
can read about the artist, examine photographs of other works by 
him, visit museums that display his work, and become thoroughly 
conversant with his style. 

If you don't know who created the work you own, your local art 
museum may have a professional staff member who will assist you by 
at least pointing you in the right direction. Museums may set aside 
one or more days a month when the public can bring works they want 
to know more about. The person with whom your appointment is 
made is usually a scholar in the field of your work of art (a specialist in 
paintings, sculpture, graphics, or decor? tive arts). The specialist is 
usually on the curatorial staff of the museum. He will examine the 
work from the viewpoint of style and usually can quickly tell you 
what country it comes from, the approximate date range, what 
condition it s in, and who the likely artist is. The curator has access to 
various dictionaries on artists, dictionaries of signatures, and other 
specialized art reference books. Quite often, the curator will direct 
you to the museum's library and suggest you consult specific books 
that will be enlightening for your project. 

It is against the usual professional practice for a museum staff 
member to give monetary appraisals, so don't expect one. The cura- 
tor may tell you if the picture is valuable enough to proceed with your 
investigations. You may want to leave it at that, or you may continue 
the research on your o\ In that case, you embark on the detective 
method mentioned earlier. 



USING THE ART ^ If you don t have the time to handle the 

CONSULTANT investigation yourself or to take the work to your museum, if the 

museum can't provide the service, or if you feel hopelessly inade- 
74 quate for the job, qualified art consultants are available in most 




communities across America. Usually your local art museum or the 
art department of the local college or university can suggest the 
names of those in your area. An art consultant, like any professional 
such as a doctor, lawyer, or business adviser, will charge you a fee for 
her time and opinions. The art consultant will give you a written 
report on her conclusions (which most museum staff members are 
forbidden to do) and usually is qualified to make a monetary 
appraisal of your work. Charges for this ser\uce vary widely but for 
the better consultants, you can expect to pay several hundred dollars 
per work examined if the artist is unidentified. The charge will be 
cohsiderably less if you simply w^ant written verification for an 
attribution of which you are quite certain. 

The art consultant can also advise you on proper framing, if the 
work needs that, or a qualified conservator, if the work is in bad 
condition. Don't expect the art consultant to repair a damaged work 
for you. That is a job for the conser\'ator. A good conservator is as 
highly trained as a good doctor; a good art consultant is as highly 
trained as a good lawyer. You don't expect medical advice from your 
lawyer or legal services from your doctor. The same distinctions apply 
in the w^orld of art specialists. 

If you have plenty of time to do your own research and really 
want to go into the project in depth, you can receive professional 
training at various schools across the country. More on this point is 
discussed in chapter 8. 

For m.any of us, research on our own art objects consists chiefly 
in determining how much money they are worth. This is particularly 
true if we've inherited artworks or bought them cheaply at estate 
sales, secondhand sales, or garage sales. We've all heard the stories 
about the chap who found the masterpiece by da Vinci at the local 
flea market, and we hope that our great find is worth at least half as 
much. This story has been told an almost infinite number of times 
about an equally infinite number of people. It might come as a jolt to 
discover how very rarely this actually does occur. The other chief 
culprit in making people think their bargain specials are really fabu- 
lous lost works of art is the weh-meaning, sometimes envious 
neighbor who says, "My, that really belongs in an art museum." 
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Beware if your neighbor says this, for he probably knows less about 
the work than you do. After all, you had the good sense to buy the 
work, and your neighbor didn't. 



USING AN APPRAISER ✓ Finding the value of a work of art is com- 

paratively easy Simply engage the services of a qualified appraiser. 
Finding a qualified appraiser, however, may not be quite so easily 
done. Appraisers seem to come in all sizes, colors, packages, and 
abilities. The key word is qualified. 

Appraisals are based on what a similar work by your artist has 
sold for at auction, preferably within the last couple of years. The 
work your appraiser does is to make a search of all auction records in 
this country and abroad over the past several years. Failing to find 
results with this, he may consult records on retail sales. If this also 
produces no result, (that is, if he can't find evidence of a sale 
recording a similar work by your artist or a similar work in that style if 
the artist is unidentified), he is conversant enough with art to know a 
ver>' close approximation of the work's monetary value. 

If you have a major, important work of art, which perhaps you've 
owned for some years or have inherited without a formal appraisal of 
recent vintage, you might want to consult the experts at some of 
America's leading auction houses in New York City. The big three are 
Sotheby's, Christie's, and Phillips. Each has its own specialists, who 
often travel about the country, by appointment, to make appraisals. 
If you want this service, the charge is the round-trip travel fare for this 
person plus 5% of the appraised value (refundable if you sell your 
work at their auction house within a year's time]. Although it would 
seem this would be the very best appraisal possible, these experts are 
expensive, and a good, qualified, local appraiser would very likely 
come up with the same valuation. After all, it is really no secret what 
the work is worth, if one knows how the art market has been running, 

A word of caution regarding appraisals: artworks oriented to 
your local community may not be worth as much outside your 
community A New York appraiser might value your local art low 
76 com.pared to works with a wider national or international interest. 
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Also, art of certain geographic areas tends to become highly inflated 
as popular vogues come and go. Since the mid-1970s, for example, 
painting and sculpture from the American Southwest, by living as 
well as deceased artists, have appreciated to such rarefied heights as 
to become indicative of a fad at work. Some of these works have sold 
for the same amount as works by European old masters, whose sales 
records have been long established and sustained. It is possible that 
the southwestern artists' works would not bring the value range 
elsewhere in the world. This is known as an inflated market, and the 
high sales values are deceptive. 



✓ While on the subject of values and prices, 

you should be warned of a certain current fad regarding commercial 
reproductions. A commercial reproduction is made by photograph- 
ing an original work of art (painting or graphic) and mechanically 
engraving it into a zinc or other metal plate. Nowhere in this process 
is the artist involved, after he created the original work of art and 
before the reproduction prints are signed and numbered. These 
reproductions are completely mechanical, with no artistic sensitivity 
involved other than attempting to get the colors fairly accurate, 
which a machine does. 

These reproductions are being put onto the market as signed, 
limited editions, a phrase that once signified bona fide original graph- 
ics, each print inked and handprinted and pulled by the artist. An 
original graphic is usually signed in pencil and numbered (the num- 
ber tells you which print of the edition it is: 10/150, for example, 
means the tenth print in an edition of 1 50 prints). Often containing 
titles as well, this penciled information is placed below the image. 
The mechanical reproductions are primarily offset lithographs. It is 
not financially Teasible to make an edition of the reproductions as 
small as the editions of most original g'/aphics — 1 50 to perhaps 500. 
Some artists have made commercially a number of series of 200 each, 
with each series called first edition, second edition, and so on. Usu- 
ally all these editions arc run off at the same time and simply sepa- 
rated by the commercial publisher or the artist. Quite often, draw- 
id 
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ings or watercolors are printed this way. When all these reproductions 
are done, they are still just that — commercial reproductions. The 
artist s signature does not make the work an original graphic, and 
often even these signatures , seemingly written in pencil below the 
image, are also printed by :he offset process. 

The problems involve d in the creation of an original printed 
work are far different from the creation of a watercolor or drawing. To 
reproduce the latter varieties and call them original graphics is decep- 
tion. The trend started in France soon after World War II, but by the 
late 1970s, the French government passed legislation to forbid label- 
ing these reproductions as originals. Unfortunately, many American 
regional artists have picked up the trend as an easy way to make an 
extra profit. The result is that the buyer finds himself paying $300 or 
$400 or more for a $25 reproduction. When that reproduction goes 
to the appraiser, the buyer is usually shocked to discover how little 
the work is actually worth. The Latin phrase caveat emptor means "let 
the \ ayer beware." Rarely has it been more true than in the present 
American print reproduction market. 



INSURANCE ^ If you own original works of art, you should 

insure them with an itemized fine-arts insurance policy. The fine-arts 
policy requires that you provide the insurance company with current 
valuations for each item on the policy. If the works are damaged, 
stolen, or lost, your insurance company will reimburse you for the 
amount or percentage of loss according to the amount shown on the 
policy. Most such policies cost about 1.5% of the total appraised 
value annually. You may want the appraised value to be the entire 
replacement cost or only a part of it, but your insurance pays only the 
amount listed on the policy less the usual deductions. 

Many private collectors and museums seem unaware of the fact 
that if a work has been damaged and the insurance company pays for 
tl/e loss, that part which is damaged tiien belongs to the insurance 
company This is true even if the work was insured for less than its full 
7X value. The insurer must recoup his f )ayment to you for your loss. The 
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insurance company will uitimately sell the work at a public auction, 
where you would have the opportunity to buy back your former work 
with the money the insurance company paid you. After all, the basic 
purpose in insurance is to provide you with funds to replace your lost 
or damaged piece. Many an owner has been shocked to discover that 
a work that has sustained less than 100% damage and has been 
insured for 50% value now belongs to the insurance company. Put 
simply, the insurer has bought the work from you at his price. Your 
insurance agent can tell you how these policies work. 

Often these policies cover your works while at home, in the 
office, and in tr^^nsit'if you are moving or if you are shipping the works 
separately. Occasionally there are specific places where your works 
are not covered, for example, public fairgrounds. Again, your agent 
can explain. 

If you lend a work of art to a museum for public display, require 
the museum to cover your work in its policy coverage while the w^ork 
is in its possession. This increases the general care in the handling of 
your artwork while it is at the museum and in transit. If you do not 
have your artwork insured while it is in your possession, but you lend 
it to a museum, get the museum or its insurance company to give you 
a statement in writing that the work is placed under the museum's 
coverage while in its possession, whether in transit, storage, or on 
display. 

Before you lend a work to a museum (or to anyone or any 
organization), check the work carefully to examine its condition 
before it leaves your possession. Check it as thoroughly again when it 
is returned and immediately report to the borrower any damages or 
other problems that may have occurred while the work was away 
from you. 

A specific, given work of art (that is not an original graphic from 
an edition of more than one) is unique. Quite literally, it is irreplacea- 
ble if lost or ruined, even though you can find "something almost like 
it." That exact work, once destroyed, is permanently gone, even if the 
artist is Hving and could reproduce a near duplicate for you. Ircat the 
artwork with rrspcct. It will give you, your family, and your friends 
great pleasure. 



□ HANDLING AND STORAGE 



HANDLE WITH CARE □ You Ve managed to put together a very nice 

collection of original works of art. Great! You've just been promoted 
and are being transferred to another city in another state. Wonderful] 
You call the moving company and when the packers arrive, you tell 
them you have all this art that needs special packing. They say, 'Tine, 
we'll put all the pictures in nice flexible mattress cartons, stuff your 
fragile sculpture into the bottom of the pots-and-pans cartons, 
and ..." You know your insurance won't cover anything less than 
professionally packed artworks. Good grief! What to do now? 

Probably more works of art have been damaged in some degree 
by accidental and uninformed handling than by any act of nature, war, 
strife, riot, or the usual exemption clauses in most insurance policies. 

The surface of a painting is extremely sensitive and liable to 
damage. To a lesser degree, so is the painting's reverse side. The frame 
chips at the drop of a pin, and bronze sculptures should not be 
touched with bare hands. Glass breaks with the slightest twist of the 
frame, and handles of antique crockery seem to be designed to snap 
off at the merest touch. If you accidentally brush two antique por- 
celain figurines together, they both seem to fracture into a million 
pieces. Maybe we should leave art to the museum, but NO! We like it 
and want it around us, so we might as well learn how to handle it 
properly. 



HANDLING ^ □ Never touch the surface of a painting with 

UNFRAMED PAINTINGS y^^^ bare hands or fingers. Your skin exudes an oil that keeps it 

healthy but permanently marks a painted surface. If the surface is 
even slightly crackled with age, the paint may be slightly loose, and 
the chance of accidentally chipping off some paint is high. To put the 
paint back is very expensive, so don't risk it. 

If the unframed painting is in oil on canvas, it is probably 
mounted on a stretcher, if so, carefully grasp the stretcher without 
touching the surface of the painting or the reverse of the canvas. If the 
painting is too bulky, get another person to help you. You are con- 

g2 , cerned with the safety of the piece, not the weight. Don't carry it up 
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high, but as close to the floor as safety permits. Hold onto the sides of 
the stretcher rather than the top element. If you are carrying the 
painting alone, use both hands. Try not to carry it far in this 
unprotected manner. 

If you have to carry the work far, gently and carefully cover the 
surface with a clean piece of tissue paper over which you place a 
smooth, light piece of corrugated cardboard cut to fit the stretcher 
exactly. Place another piece of coirugated cardboard, cut to fit, over 
the reverse side. Using masking tape, tape the two pieces of card- 
board together, putting a piece of paper over the stretcher where the 
tape would otherwise touch it. Use as little tape as possible; you need 
only one strip to a side to hold the cardboard in place. Then carry the 
work using two hands at the sides of the stretcher If you are going to 
move the work in your car, lay the painting face up. If you have to ship 
the work by commercial carrier, ask your nearest art museum for 
advice on making a crate if you can't manage on your own. 
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In dotted lines) Edge Strip 



Fig. 41 



Q If you want to make your own crate^ cut two CRATING 

pieces of three-ply plywood to measure two inches larger than the 
painting on all sides. Nail the reverse side of the plywood to 1 " by 3" 
strips of wood, with the 3" side forming the sides of the crate. Line the 
edges on all sides around the inside with medium-firm foam rubber 
attached with heavy-duty staples to the wood. Place the cardboard- 
covered picture inside, making sure it firmly touches the foam rubber 
on all sides. Then attach the other piece of plywood as a lid, using 
screws (fig. 4 1). If the box is fairly large, add a small strip of wood on 
each face across the center to serve as a handle to accommodate the 
commercial handlers. If the case is lovely and smooth, with no 
projections, the handlers will toss it around or perhaps it will slip out 
of their hands. 

Mark the case "FRAGILE" and "KEEP DRY" in large letters. 
Paint an arrow to indicate the top of the painting and print "THIS 

END UP " beneath the arrow. Make all these signs on both sides of the 83 
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crate. To assist the unpacker, use the phrases as shown in figure 42. 
Put your address label [with re turn address noted) on both sides, and 
the crate is ready to send. 

An additional safety feature with such a carefully made packing 
crate would be to line the inside with water-proof paper, which can be 
bought at a building-supply store. This kind of case, with variations in 
dimensions, is the basic picture-packing crate for framed or for 
unframed works. 
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□ Never TOUCH THE SURFACE OF THE PAINTING WITH 
your bare hands or fingers. (See "Handling Unframed Paintings.") 
Always carry the picture with two hands, holding the sides of the 
frame carefully. If the picture is wider than your body, two people 
should carry it. Carry the picture as close to the floor as safety 
permits. If you lose hold of the frame and the picture falls, there is less 
chance of major damage. By holding the frame from the upper ends 
of the sides rather than in the middle or at the lower ends, the center 
of gravity is lower, and the frame is easier to hold and to carry. If the 
frame is very elaborate, with complex hand carving, gesso, and 
gilding, try to hold the frame from the reverse side. If the frame has 
screw eyes in it, and perhaps wire, hold it by the screw eyes or by the 
wire, very close to the screw eyes. If two people are carrying the 
frame, both should be on the same side (preferably the reverse side), 
and each should be fully aware of where the edges and surfaces of the 
picture are at all times while carrying it. 

Never lean a picture, framed or unframed, against the comer of 
a chair or other piece of furniture. It is very easy to punch a hole 
thnmgh the painting or make a serious dent in the painted surface, 
eilher from the front or from behind. These dents are called pressure 
dents and are very difficult to remedy since the paint all around them 
has become broken and cracked, and since the canvas itself has been 
slightly stretched away from the painting plane. If you must put the 
picture down, place a piece of foam rubber or nonskid carpet under 
the work and lean it against the wall, or a surface longer than the 
painting is wide, to offer a firm support behind the work. 
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□ The best way to transport a framed picture is TRANSPORTING FRAMED 

to lay it flat, face up, in the bed of a station wagon, blocked so the PAINTINGS YOURSELF 

picture cannot shift. Place a large piece of cardboard - stiff enough 

so it won't sag onto the surface — over the painting, supported by the 

outer edges of the frame. The cardboard should be secured to the 

reverse side of the frame, using paper under the masking tape where 

it could touch the frame-finish area. You need only two pieces of 

tape, one on either side or at top and bottom, to hold the cardboard 

over the flat painting surface. Never cover the surface with a blanket, 

bedspread, or piece of cloth that touches the painted surface. The 

chance of snagging loose paint is almost inevitable. 



□ Shipping a framed picture involves using the SHIPPING PAINTINGS 

basic packing crate as outlined and described for unframed paintings. COMMERCIALLY 
However, the corners of the frame must have additional protection 
with strips of padded material [fig. 43). The size ofthe strips depends 
upon the size ot the picture. A strip is usually about four to six inches 
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wide and about twelve to twenty inches long. A good padding 
material to use is two-inch-thick bubble-wrap plastic, with the bub- 
bles folded to the inside, leaving the outer surfaces of the strip 
smooth. If the strip is two inches wide, staple one end to the back, 
two inches down from the corner of the frame. Angle the strip across 
the front of the corner and secure the strip to the back of the other 
side of the corner element (fig. 44). 

With the corner pads in place, there is no need for the foam- 
rubber lining inside the crate. However, you should staple waterproof 
paper inside th^ entire crate and lid. The picture should wedge 




Fig. 45 



Painting with comer padding strips 
attached, placed Into packing crate 
before securing lid In place. Comer 
pads should firmly touch inside 
edge of crate. Many picture packers 
prefer to piace the painting with the 
surface side downward in the crate 
(as opposed to the way it Is shown 
here in upward position). 
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comfortably into the crate with a very slight leeway so that if jiggled, 
the picture can move a fraction of an inch or so. The picture must not 
be rigid against the inside of the crate, or you will find the work 
damaged upon opening the box. The rule for crating is that the 
picture must be packed firmly in the crate, but not rigidly (fig, 45 ). 

If the picture is glazed, the glass must be taped with masking 
tape. This is done by making either a crisscross grid or a sunburst 
(star-shaped) pattern (fig. 46). For easy rem^oval later on, the tape 
should be doubled back just at the edge of the frame. Don't put tape 
onto gold-leaf, or it will come off when you remove the tape. Never 
use clear cellophane tape or fabric tape, which is not as flexible as 
masking tape. If the picture is glazed with plexiglass, it does not need 
taping. In fact, plexiglass should not be taped because masking tape 
cannot be removed easily from it. 

Some final pointers on handling paintings: if you can avoid it, 
don't roll up a painting. To do so is extremely hard on the paint film 
and will crack it badly even if the picture is new. Regardless of how 
Holl>M^ood thrillers show the villain rolling paintings up, it shouldn't 
be done. If you absolutely must roll up a picture, never roll it with the 
painted surface to the inside. This will ruin the picture when it is 
opened again because most of the paint will have been cracked and 
will simply fall off. The roll should be no tighter than just to meet the 
opposing ends of the longest dimension. Keeping all this in mind, it's 
far easier to carry a picture neatly attached to its stretcher. If you have 
to roll it tight, you might just as well throw it away and save what little 
shipping charge there will be. You will have nothing on the canvas 
except a mass of cracks when you reach the other end of your move. 




Fig. 46 



□ Paintings or framed, two-dimensional works 

should always be stored in a vertical position. Oil paintings should 
not be laid flat since the painted surface is quite heavy and will sag 
under gravity, causing cracks in the paint film or rips in the canvas. (If 
there is loose paint, however, the flat, face-up position is best, but the 
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reverse of the painting must be blocked up inside the stretcher to 
prevent the canvas from sagging.) Glazed works should not be stored 
flat since there is a great risk of breaking the glass. 

Unframed works on paper should be stored in a horizontal, flat 
position. If the works are matted, flat storage is better, but in any case, 
you should lay a piece of glassine (inert frosted plastic film) between 
unmatted works on paper or on the surface of the paper but under 
the mat window, which will hold the glassine in place. 

For flat storage, line the inside of a box (cardboard or wood) with 
inert plastic sheeting that comes on rolls. You don't want to go to the 
expense of acquiring good works of art and then store them in a 
closed space with high levels of acid fumes from non-acid~free paper 
or wood products. The plastic sheeting is inert, which means it is 
neutral and has no wood-pulp acid in it, and it will not let acid fumes 
seep through. However, if you want to be absolutely safe, purchase 
suitable storage boxes of sturdy, acid-free cardboard from the various 
firms that make acid-free paper. These boxes are flat, lidded, and 
available in a variety of sizes. 
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□ The proper care of sculpture has long been 

misunderstood by most people. The acidic oil that keeps your skin 
healthy is rui' .ous to most art, particularly to metal sculpture. The 
. most common metal used for sculpture is bronze; steel, brass, copper, 
aluminum, iron, and various alloys are also used. The surface of most 
sculpture is treated by the artist, or by the foundry under the artist's 
direction, with a chemical coating called patina. Patina also refers to 
the encrustation of age found on antique artworks. Much of the 
artistic and monetary value of sculpture is due to the patination. This 
patination is particularly sensitive to mishandling and to being 
touched by bare hands. 

Some collectors like to caress their bronze sculptures, but with 
each loving stroke, the monetary value is substantially reduced, and 
the artistic value will ultimately be erased with the patination. Hav- 
ing a piece repatinated is very costly and gives an old piece a new and 
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unconvincing surface. Repatination cannot be done successfully on a 
patch basis; the entire piece must receive the treatment. For example, 
there once existed in a museum a full-sized cat, a great favorite with 
the thousands of schoolchildren who visited the museum. Eventually 
the tip of its nose was touched so many times it was a shiny gold, 
while the rest of the piece was dark green, the original patinated color 
Restoration of the patination cost more than the work's value. 

If you have metal sculpture and must handle it, a good solution is 
to put on rubber dishwashing gloves. The rubber keeps the piece 
from slipping out of your hands and shields the piece from the 
treacherous oil on your skin. Thoroughly washing your hands before 
touching the piece, without protection, will do no good. 



□ Stone sculpture is also very sensitive to your STONE SCULPTURE 

skin oil. When a piece of stone sculpture is damaged by handling, the 
only method known to remove the damage is to grind the surface 
down. You can imagine what this does to the quality of the piece. 
Polished marble is also supersensitive. Most old marble tabletops 
have long ago been ruined through touching. You may like the dirty, 
stained, antique look, but it is certainly not what th.' craftsmen 
intended when they made such pieces. Again, the way to remove the 
stain completely is to grind the surface. Spot grinding can be done, 
but it leaves an infinitesimal dent that thereafter collects atmospheric 
dirts. Professional consei*vators may use other techniques — far more 
costly — for cleaning stone. 



□ Some wood sculpture can be touched spar- WOOD SCULPTURE 

ingly with the bare hand if your hands are very clean. Light-colored 
woods show stains from skin oil. You must be careful about touching 
wood sculpture because it is also extremely fragile and can very easily 
split if pressure is applied in the wrong place. However, wood sculp- 
ture should be waxed from time to time. 89 
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GESSOED SCULPTURE □ Gessoed sculpture is extremely fragile and 

sensitive to handling. During the seventeenth and eighteenth cen- 
turies, painted gesso surfaces were often applied to carved wood 
sculpture. Such a surface is as fragile as that of liny painted picture. 
■ These gessoed sculptures should not be touched except to move 
them. When you move one, grasp it gently but firmly by the base and 
lean the bulk back against your body. If possible, it would be best to 
move the sculpture, firmly wedged and cushioned, flat, back side 
down on a rolling cart. 

The best rule to remetnbey with all sculpture: touch only when 
wearing rubber gloves and only when the piece needs to be moved. 



CERAMIC SCULPTURE □ Glazed ceramic sculpture is fairly safe to 

touch with unprotected hands, as with a piece of chinaware. How- 
ever, if you get it dirty, it s a chore to clean the piece evenly and 
properly. The piece is very susceptible to breakage during the clean- 
ing process. Unglazed ceramic sculpture should not be touched by 
unprotected hands because of the high chance of putting a very 
noticeable fingerprint on it. It is not easy to clean unglazed ceramic 
sculpture. Such a job is best left to the conservator 



PORCELAIN OBJECTS 



90 



□ Always pick up small porcelain or other 

ceramic figurines using two hands. Never, never pick them up by the 
head ~ that is, not if you want to keep them in one piece for any 
length of time. If you have antique tablewares, don't pick them up by 
their handles. Most such pieces have been broken at some time and 
although very skillfully mended, the break may come apart at any 
time, especially if you depend on the handle to support the weight of 
the entire piece. 



□ If you are faced with the problem of moving a 

piece of sculpture by private automobile and the piece is small (not 
more than thirty inches high and weighing under fifty pounds) and 
not especially fragile, get some one-inch-thick foam-rubber sheeting. 
Carefully wrap the sculpture entirely making sure that any project- 
ing partg are fully padded. You can secure the nabber sheeting with 
fabric tape, which will adhere to the rubber. Place the wrapped piece 
in your vehicle on its flattest side, preferably lying down. If possible, 
put it on the seat, not on the floor. Block it so it cannot roll or move 
about, using soft cushions or more foam-rubber padding. In a station- 
wagon bed, put additional rubber under the piece and block it 
securely to keep it from moving. If you block it properly it is not 
necessary to tie the sculpture into place. 

If you are moving a group of sculptures, by using additional foam 
rubber under and between the pieces, you can use the pieces them- 
selves to wedge each other, but never tightly. Place the heavier pieces 
so they will not put pressure on the lighter ones. Don't make a double 
layer. 

If you have to ship a work by commercial carrier, you must have a 
sturdy packing crate made, or you can make it yourself There are two 
basic concepts on packing sculpture. 

The first basic concept is the old, time-tested method used by 
most first-class dealers and by museums when they send out travel- 
ing-loan shows of sculpture. Build a case fitted for the work at hand. 
The piece is secured inside the crate by felt-covered wooden ele- 
ments, which may be hinged, held in slots, held with springs, or 
v/edged with additional felt-covered blocks. Obviously this kind of 
complicated crate is normally made by the expert fine-arts packer 
and is very costly. However, it is also very safe, and if you have a 
valuable sculpture, especially stone or heavy bronze, this is the best 
way to pack it. Great care must be taken, however, to ensure that the 
padded blocks do not rub off delicate patina. Most of the larger 
museums in big cities can be of assistance in advising you of the 
packing-crate fabricators available in your area. There are also 
national art dealers who will undertake such work (see "Services and 
Products"). 
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The second concept in sculpture packing has come about since 
the invention of plastic pellets, If you use the pellet method, you need 
to have a crate made out of three-ply plywood on a frame of 1" by 2" 
pieces of wood, for a piece of sculpture weighing not more than 
seventy-five pounds. The 1" by 2" frame is on the outside and serves 
additionally to provide handles for the shippers (an absolute must 
with boxes of this size), The box should be at least one foot larger in 
all dimensions than the size of the sculpture itself 

Wrap the piece in foam rubber [as noted above for private-auto 
transport). Then fill the crate to a depth of one foot with the plastic 
pellets. Place the piece upright in the center of the crate, on top of the 
pellets. Then pour more pellets into the crate, making sure they 
thoroughly fill all the space around the wrapped sculpture. When the 
pellets reach the top of the piece, gently rock or wiggle the piece back 
and forth so the pellets will compact slightly. When the piece can 
move no more than a fraction of an inch, pour in more pellets, jiggling 
the box slightly to compact the pellets as you go, until the pellets 
reach the top of the box. Place the lid on, screw it to the case, and 
label the case, making sure you use arrows to indica :e that the case 
rides top side up. The box is now ready to go. 

The theory is that the pellets will keep the piece from shifting. If 
the piece is not too heavy, this method should be all right. However, if 
the piece is fairly heavy, the pellets will compact further under the 
jars and impacts of shipping. If it ever strikes the side of the crate, the 
piece could be damaged. 

Since the pellets stick to everything and are very difficult to 
manage, a less messy way is to use four- to six-inch-thick medium to 
medium-hard foam-rubber lining around the foam-rubber-wrapped 
sculpture. The slabs of foam rubber must be tightly placed so they 
cannot possibly shift under even hard impact blows on the case from 
outside causes and yet not so tight they might damage the sculpture 
itself 

The secret of shipping any work of art in a packing crate is to 
pack the work so it won't shift in the crate but will give slightly when 
under the shock of an impact. The work should be firmly positioned 
92 bxit not rigid. When extremely rare and valuable old-master works are 
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sent to America from abroad for exhibition purposes, they are very 
often packed in spring-suspension boxes. These consist of an inner 
box suspended and supported at each of its eight outer corners by 
hjavy-duty steel springs attached to each of the eight inner corners of 
the outside box. It is that kind of sHght movement, made possible by 
spring suspension, that you are trying to approximate in your 
packing. 



□ Any work of art which also has a useful 

function belongs in the category of decorative arts. Furniture, rugs, 
chinaware, glassware, metalware, tapestries (originally crea* :d to 
control acoustics and provide weatherproofing), and other objects of 
this sort belong in the decorative-arts category. Since these objects 
are what our homes are furnished with, we are familiar with han- 
dling, moving, and using them. 

However, the more antique and rare a work of decorative art is, 
the more valuable and fragile it becomes. The tendency, then, is to be 
afraid of handling the works. Usually we mishandle them because of 
an overly extreme caution or overfamiliarity. We may forget that a 
200-year-old plate was not made to go through the heat of a dish- 
washer or that a fragile, 1 50-year-old wineglass was not meant to be 
thumped to produce a ring. We might even forget that the lustious 
patination of old silver adds to its beauty and that dunking such a 
piece in cleaner to remove all the tarnish will make the design almost 
invisible (and to regain age-tarnish will take longer, usually, than our 
own lifetimes). 

How, then, does one take care of these objects? Carefully, of 
course. Use two hands instead of one to lift or move an object. Place 
an object gently on the shelf. Keep the object in view while you are 
handling it. Don't lift a piece by the handle, but cradle your hands 
around it.'^Don't remove a lid by the knob; using both hands, support 
the lid from beneath as you lift it. Use similar care on all your 
collectibles. 
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CARING FOR TEXTILES □ Most European tapestries of the seventeenth 

to nineteenth centuries were made by weaving small sections and 
then sewing them together to create the whole. These attaching 
threads, which support greater weight than the woven threads, often 
deteriorate and allow sections of the taspestry to separate. If you have 
a tapestry that begins to separate, consult the weavers' guild in your 
town or those who like to do q\iilting. They will probably be 
delighted to help you mend the tapestry or may even do it for you. 
Your local museum library will probably have books telling what kind 
of thread was used to sew the sections together and how it was done. 
Woolen rugs and tapestries should be mothproofed at least once 
a year. The Oriental-rug dealer in your community can do this. 
Mothproofing is necessary if the rug or tapestry is in storage. It is 
probably a good idea to wrap the object in vinyl sheeting if it is being 
stored in a cool (1^^'low 67 degrees) and dry place. The problem with 
vinyl is that if the temperature goes above 72 degrees and the humid- 
ity rises above 55 percent, mold can grow vigorously if there is little or 
no circulation of air around the object. At that temperature and 
humidity, however, you would have mold in any case, on any object, 
especially if the space is dark. 



ANTIQUE DEALERS □ By using the resources available in your com- 

munity, you can save money and have fun while doing so. A good 
antique shop is an invaluable aid when it comes to finding ways to 
remedy problems you may be having with your antitiues. An antique 
dealer noted for the quality of the goods she handles normally has a 
love for antiques that transcends the monetary side of the business. A 
good dealer not only likes to see antiques kept in the best possible 
condition, but also likes to know where antiques are located in the 
community. The good dealer is an excellent resource when you need 
protessional evaluations. 
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□ When moving small objects of decorative 

art by private car, use plenty of loose padding in the container The 
most easily obtained padding is newspaper. If you take a double sheet 
(two pages with a centerfold) and wad it up so it fits into a half-gallon 
container, you have about the right amount of padding. The wad 
should be springy when you push on it. Using newspaper padding, 
you can pack virtually anything of a small, fragile nature. If you want 
to pack a howl about a foot in diameter and six inches high, find a 
cardboard box about eighteen inches square and a foot deep, with a 
sturdy, solid bottom and good flaps on the top. Wad up (as noted 
above) enough f:)ieccs of newspaper to completely cover the bottom 
of the box. Nestle the bowl into the wadded paper. Fill the corners 
with additional wadding and make sure the upper edges of the bowl 
are protected by the wadding from touching the insides of the box. 
You may want to put wadding inside the bowl (one wad would be 
enough). Put further wadding across the box above the bowl to reach 
the top of the box. Close the flaps and tape them or interlock them. 

This method of packing will s?e almost anything safely through 
your move by private car The box can be set carefully on the floor or 
on the seat, whichever gives extra padding protection. 

Remember not to stint on the paper wadding, and don't try to 
put too many items in one box. Two or more items in one box must 
be liberally padded from each other. If, when moving the box to test 
the packing, you hear a clink, you've not used enough padding. It's 
always better to be too safe than not safe enough. 



TRANSPORTING 
SMALL OBJECTS 



□ Mc:)ST professional, L0NG-DISTANC:L, NATION- 
wide moving companies have experts who are adept at packing 
antiques, if you wish to ship your goods by motorvan or air freight. If 
you are not moving all your household goods, as in a moving van, the 
best method of packing a few objects is to use a wooden crate, 
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constructed much like the one described lor sculpture, hut adjusted 
to fit your objects. Long-distance transport requires either Umn- 
rubber or pellet packing. Paper compacts very rapidly into useless 
litde balls which, under the continuous bumping and jolting ol 
highway transport or the severe jolts of air transport (landing, taxiing, 
etc.), could le?ve your items in fractured pieces. Do not use shredded 
paper and excelsior as padding, not only because ol the mess, but alsc^ 
because of their high Hammability 



SHIPPING TEXTILES □ If you mavh an ORiHNTAirRuc; ni-Ai.i-R :n yodr 

community, he is the best source to tell you how tc^ pack a rug or 
tapestry for shipment. You could probably engage the dealer to pack 
the item ior you. 



COMMERCIAL SHIPPERS □ Twodimf.nsional ohji^x i's (ohikch's ncm^mai.iy 

framed) are packed by the fine-arts-packing experts ol the national 
moving firms. These people use shallow, sturdy cardboard boxes, 
available in a wide variety of sizes and usually about three or lour 
inches thick. The top of the box fits fully over the bottom ^.o that the 
vertical element of the top, when closed, is Hush with the bottom oi 
the box. Inside, the packers use slotted, corrugated cardboard corner 
brackets to hold the work(s) away from the edges of the box and 
firmly in place to prevent shifting. It is quite usual lor packers to put 
more than one framed picture in a single box, il the two works are 
very close in height and width dimensions. Probably the limit lor 
multiple packing is four works. You can instruct the packers to place 
the pictures face to face and back to back. This is the safest w^ay to 
pack in groups, and expert packers do this. 

When assembling works to pack or when putting them into 
storage in your own home, be sure w^orks of similar dimensions are 
stacked vertically, usually on the narrowest dimension - even if it is 
9(S not the actual bottom of th: oicture - in order to save space. 

1'"; 
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Ri*nuMulu*i l(> si.K k ihrni \dK r t.k i .tiul k t< > Ims k i lii . .\ 
keeps screw evev fn^ni uleiu.illv ^v. raU }Mf\^ Ir.Knr-suf t,u r tnnsiu . 
rhi' pai-ker will ii^i- pii\ t nt iiMriiiMu J varJiu^aul Ki^turtMi k [\ 
pielure piu kt-^i f.u e to t.ut' W'hrii hun [MwUues ii! Mipwl.tr ^iniu nsutir 
arc bundled this \s ay in asumlebo\, tnak' sure the sl n-v. i \e^i'( 
two haik-to-ha^k wntk^ di^ n^K bnid, hul ,ue pKu (\i iri rev(-rsr tli it 
is, the hiHtmii tai e-ti>-tat r \\n\ ^au in* Lnd in ilje box \% ub ihru li»p 
ends to the leit and tlie upp(^r lave to bu t pjn v\ uh tin ii t^i > ciuis t* ^ 
the nj^ju. 'I L.s will kec-p the m. tew rves on tlir tv.ii w liu b h«' b.u k ti 
hai.k Irnin biuu|^iin' inti> (MvIi mlu r .ni-d . ,iu mhii pivibli pr- 



LJ Ii sc i'irrrui issiruDN ani>\oi ikac-iii {^iom MISCLLLANEOUS 

or metal ob)ei ts w ith no pro|e^ lini' element^), it v .ni be j\u ked in ilu- 
same bt^xes with pillow s or other \er\ soil, paddi n^-t\ [>e hnus* lu^Ul 
items. IVoiessioiial nio\ers are usualb \oui best ad\ ist i imi method^ 
ol paekinji tine hiiia and ^lasswan's. N'ou slnnialn t allow ibr Im^nN s 
ol moving to wvurv vmi wlien vou haxo .ui ait ^olkntion 

It is a Kood idtM t(^ obtain speual msuraiue with the tutiMiiu 
company (in addituni to \ onr regular j^ersonal propert\' and tine-jrls 
polieiesj. This tends to ^tiarantee that the miners take extra are w ith 
yotu' poss(^ssitMis. Shipnu*nts ii>r lon^-distani. e nii^in^ are nonnalb 
so well packed that there* is ran^ly e\'en shj^lil damci)4e. but it is an 
asstiranee ior the owner to be as saK'lv i overed as [v^ssible Thr 
charges lor such extra insuraiue are nunimal 

A tinal word re^ardin^ proiessional ecMiinierual movers ask 
the manager ol the ec^npany ot vour ehoi^^e to pnnide the nn^st 
experienced packers employed by the cinr.panN to pa>.k vour art- 
work. Request that the drivers who will be packmg yi>ur possessions 
into the moving von and driving to the final destinatii>n be the most 
experienced persons available. Make sure the movers will provide 
picture cartons, not miiTor cartons, to pack your two-dimensional 
art. Get an advance written agreement stating the abtne and anv 
other special arrangements you've requested before the packers 

arrive. 97 
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FOR THE GALLERY ♦ This chapter is intended principally for the 

professional exhibitor of artworks: the art dealer, the frame-shop 
owner, the antique dealer, or anyone who uses art objects for direct 
sale or as luxury itenms to pronmote sales of objects or goods, such as a 
furniture store or a boutique. The information in this chapter can also 
be used as a guide by the customer who appreciates a w^ell-run art 
gallery. 



SPACE ALLOTMENT ♦ A customer wants to be able to see a suffi- 

cient range of objects to choose a selection for purchase. However, 
too many objects and too great a range tend to confuse the customer, 
making selection difficult if not impossible. A store with too many 
items encourages the browser and discourages the purchaser. 

Many of America's most efficiently operated art museums 
divide interior spaces into three parts to coincide with the three basic 
divisions of the museum's operations: exhibition and display, storage 
and maintenance, and management and research. Calvin J. Good- 
man, one of America's leading experts on the role of the commercial 
art gallery in the marketing of art, advises space usage similar to that 
used by these museums. Space allotment in this manner creates a 
quiet and orderly business atmosphere, inducing a high level of 
consumer confidence in the gallery. The area used for exhibition 
should be as near as possible to the principal entrance of the gallery. 
Administrative offices and private sales-presentation rooms should 
be placed beyond the public exhibition area while areas for storage of 
artwork, work space for display preparation, and equipment storage 
should be at t^e back of the store facilities. 



COMMERCIAL EXHIBITION ♦ The problems of art presentation confront- 

ing the gallery ow^ner are somewhat different from those confronting 
the museum curator. In the museum, art is presented in a way that, 
1 00 ideally, educates the viewer and increases appreciation of the art. In a 
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sales gallery, the art must be presented to stimulate the viewer into 
wanting to own one or more of the pieces on view. An expression you 
may have heard about a work of art in someone's home is, "Oh, that 
really belongs in r museum." Examination of the work might reveal 
that it is not so much the work itself, but the manner of display that 
suggests a museum. 

The gallery should exhibit art as if it were in a home rather than 
in a museum. We see the beautifully designed display windows in 
expensive furniture stores. We can hardly wait to rush in and buy 
everything in one or more windows and recreate the effect at home. 
Such is the psychology of salesmanship. 

The workable solution for the gallery owner is to present art as a 
decorative adjunct in a living space, as opposed to the museum, 
which uses space as a necessary adjunct to house art. Although the 
gallery owner usually wants to increase the customer's appreciation 
of any given artwork, that is not the principal reason for exhibiting 
the artwork. The reason is to present in a congenial atmosphere an 
attractive exhibition conducive to sales. By following the rules and 
procedures set forth in this handbook for private display of art, the 
gallery owner will probably find that customers are more receptive to 
sales tactics. 



♦ Probably the best method the owner of the CLUSTER, NOT CLUTTER 

small art gallery (2,000 square feet of space for the entire store) can 
use to display art is the grid arrangement. By creating the grid with 
the outer and inner edges of the horizontal and vertical elements of 
frames as well as by the diagonals of opposing frame corners, a widely 
spaced grid can be made with only a minimal reference to subject 
matter Interspersing sculpture and decorative art with pictures pro- 
jects the grid invitingly into the customers viewing space. 

Since the grid arrangement is a favorite device of interior design- 
ers, many gallery customers will be more familiar with the grid than 

with the more formal, museum, all-pictures-in-a-line approach. The 1 01 
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former method suggests art a customer can have at home; the latter 
suggests art owned by a museum and therefore not available for home 
use. If v^orks are sold off the walls (the usual procedure), replace- 
ments of comparable size and subject matter can be immediately put 
in the vacant spot. 

A grid-pattern display produces a friendly, attractive cluster of 
objects inviting the customer's attention. It should be comprised of a 
carefully chosen selection of the gallery's inventory. There should be 
no near duplicates, and there should be enough space between works 
to allow the viewer to concentrate attention on one work at a time. At 
all costs you should avoid overcrowding wail or floor space. This 
produces a messy, cluttered effect that will drive customers away. 

If a gallery represents a large number of local artists (as many 
galleries in small to medium-sized cities do), the use of the leaf- or 
book-display rack is handy. The rack is comprised of a series of about 
a dozen five-foot-square wooden panels fastened into metal frames 
that are, in turn, securely fastened vertically to wall-mounted hinges 
(as ifyouweregluingthespineofabookuprightto the wall) (fig. 47). 

Using standard hooks, the panels can be installed with two- 
dimensional art on both sides, and a customer can leaf through them. 
The rack is very strong, and a wide variety of works can be hung 
without giving a jumbled, cluttered effect. An added benefit to this 
rack is that, since it is placed at eye level, the pictures in it are all very 
easy for the customer to see without straining. In an overcrowded, 
cluttered gallery, many of the pictures are often as much as five or six 
feet above the customers eye levels and the pictures are simply not 
seen. 

If you own an art gallery, it is wise to remember that many buyers 
of art buy on impulse. They find something they like and buy it, then 
and there. It is easier to see works that are not crowded together but 
are pleasantly and attractively displayed. The subliminal suggestion, 
of course, is that the work will look just as nice in the buyer's home. 




Fig. 47 
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ART AS INVESTMENT * Over the past decadf;, distinguished news 

sources such as The New York Times and The Wall Street Journal have 
printed articles which state that investing in art is perhaps better than 
investing in stocks and bonds. We've all read of the record-breaking 
auctioi prices paid for works of art. In 1984, an oil painting by the 
English nineteenth-century artist J. M. W Turner brought more 
than $10,000,000 at auction. Usually, the sale price established at 
auction is greatly in excess of the price the original owner actually 
paid. In the ca- i of the Turner mentioned above, the painting came 
from the estate of the late Kenneth Clarke, noted English art histo- 
rian and author of the award-winning television series. Civilization. 
Lord Clarke obtained the Turner many years ago, recognizing it as a 
superb example of the artist's work, at a fraction of the record-making 
auction price. 

In another example, a small dealer in England paid about $250 
for a life-sized marble bust of a pope. He, in turn, sold it for about 
$350. The man who purchased it later stated that he thought it might 
be a work by the leading seventeenth-century Italian sculotor, 
Gianlorenzo Bernini. He loaned the bust to a major London museum 
where it could be thoroughly examined by experts. The owner, being 
very interested in art, also did his own research on the work. To date, 
most of the experts agree that the bust is, indeed, by Bernini. The 
value, therefore, is not in the $300 range but rather in the $50,000 
range. 

Although finds like this are extremely rare occurrences, they can 
happen. Yet how many of us would be so lucky? How many of us have 
the ability to know^ what we are actually looking at when we see a 
given work of art? This is the knowledge of the serious collector. It 
should be the mainstay of anyone who buys an original work of art. 



WHAT TO COLLECT * Nobody has so much knowledge that he 

always knows every work of art being offered on the market, either 
from the dealer or the auction house. Museums spend years research- ! 
106 ing their own collections and start with the most genuine art they can 
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find. Museums rarely buy problem art — art that is questionable for 
any reason — since they are usually paying with trust funds and 
cannot afford costly errors. The difficulties involved with problem art 
include the following: unidentified artist, less than good condition ; 
whether the work is genuine or a forgery whether the title is clear, 
whether the work is suitable for the collection, and whether the work 
is by the artist indicated or is a later copy. For an almost endless 
number of reasons, a work might be questionable. 

Those who are daring can sometimes take a chance with a work 
that is questionable in some way. We may make an error or we may 
make a wise decision. However, before we purchase we should have at 
least a strong hunch, based on knowledge, that the work is what we 
hope it is. Time for full research will tell us what kind of decision we 
have made. 



* Basically, three types of professionals func- THE ART PROFESSIONAL 

tion in the arena of art: the art historian, the art dealer, and the art 
museum. To these can be added the art school, but this area overlaps 
with the art historian, who provides a principal educational force in 
the art school. 

Like anyone who pursues a professional career, the art historian 
is a highly trained individual with undergraduate and graduate 
degrees. He will be trained in cultural history as well as general and 
specific aspects of art history. Upon graduation, he will be qualified 
to teach in a college or university do research and publish his findings 
for other researchers, work in the curatorial department or other 
administrative areas in a museum, become a consultant to advise 
private individuals, museums, or corporations on acquiring art, join 
the staff of a commercial art gallery or auction house, or go into 
related work. 

Most art historians, at some time in their careers, serve as advis- 
ers to collectors. Many do this by teaching courses on how to collect 
art as part of their duties on the staff of an art museum or art school. 

Some are employed by a small group of collectors who want to 107 
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assemble major holdings in their fields of interest. Each of these art 
historians has a wealth of information that can be shared with others. 

Although the art historian usually collects art himself, in a small 
or large w^ay, he is not basically a collector His main interest lies in the 
beauty of a given work of art and the culture that created it. 

In general, a good art dealer is not an art historian, although he 
will have trained himself with courses in art history and may have a 
graduate art-history degree. Because he must understand art market- 
ing, he will also have training and experience in merchandising such a 
high-priced commodity as good art. The dealer's main interest is to 
see that the right buyer (consumer) obtains the right piece of art, 
whether that buyer is a private collector, a public art museum, or a 
corporation. The art dealer also often forms an excellent, personal 
collection drawn over the years from his sales inventory. 

The art museum has been legally defined as an institution that 
owns a collection of artwork and displays that collection on a regular 
basis to educate the public. The curatorial departments of art 
museums are staffed with persons holding graduate art-history 
degrees, who are qualified to conduct research on the museums' 
collections and prepare that research for publication. These curators 
also usually share their specialized knowledge with local collectors 
and local art dealers to improve the quality of artwork in the 
community. 

The private collector is not necessarily an art historian. The 
collector's interests in art are as varied as his or her reasons for owning 
it. A collector becomes interested in art because of the work s beauty. 
Art enhances living spaces and provides a special kind of satisfaction. 
Until recently, collecting good art by major artists was a status symbol 
of the rich. Understandably, maintaining and insuring a priceless art 
collection is an expensive undertaking which relatively few can 
afford. However, since the late 1940s, a growing number of people 
not in the realm of the very rich have been forming important 
collections. With the increased number of collectors (art consumers) 
and with the inflationary period that has been with us since the end of 
World War II, art prices have spiraled upward at a somewhat alarm- 
ing rate. Some of those persons new to collecting have become 
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interested in art as a means of major investing. Nobody starts buying 
stocks and bonds or real estate without making a full investigation of 
what is involved and generally obtaining the services of a professional 
broker to assist. However, when buying art, a great many people start 
making purchases without any in-depth advance investigation or 
outside expert advice. Such collectors may be in for a very rude shock 
when they discover that what they bought was not what they hoped 
they w^ere buying. 

This brings us back to knowing as much as possible about any 
given work of art before buying it. The knowledge you need includes 
quality, condition, what the price actually means, dealer guarantee, 
how to buy at auction, and more broadly, making use of community 
resources such as your public library, your local art museum, and a 
qualified local art consultant. 



* Quality in art is not merely a maitrr of opin- 

ion, although opinion plays an important role. Good quality art will 
be well composed, very well executed technically, in good condition, 
suitably well framed or mounted, and will have a sense of timeless- 
ness. When placed together, one good piece of art will complement 
another, regardless of the actual time periods in which each w^as 
created. If you, as a collector, have a work of art that is difficult to 
display with other items in your collection, it is possible that the work 
is not as good in quality as the other objects. Conversely, the work 
might also be far better than the other pieces. Works of similar 
quality look good together. 

Some collectors buy only "brand-name" art; they may feel on 
safer ground with works only by well-known artists. An unsure 
collector may feel that a knowledgeable visitor would think less of the 
collection if works by little-known artists are included. If the collec- 
tor cannot obtain the very best works by his favorite brand-name 
artists, he can get a collection of extremely uneven quality. The 
brand-name collectors are, unfortunately, likely to get questionable 
works foisted off on them from time to time in their zeal to acquire 
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only works by the ''approved" artists. No artist ever produced all 
masterpieces. 

Buying brand names requires a considerable in-depth knov^l- 
edge of the works of all the artists collected. Such a collector would 
be served best by 1) engaging the services of an art historian/consul- 
tant to assist in determining quality and fair-market value and 2) 
buying only from trusted dealers who offer a money-back guarantee 
if the collector is dissatisfied with the purchase. 



WHAT THE PRICE MEANS 



* Thk asking prick indicates what a dhali^r fhels 

about the quality of any work of art. Since the dealer is in business to 
earn an income, you do not normally get bargains on good quality 
works of art. If you, the collector, know the current auction prices for 
works by your favorite artists, you have the basis for the fair-market 
value of the work. Fair-market value is the purchase price established 
by the competitive bidding that takes place during an auction sale. 

During the past decade, fair-market value has come to mean an 
average price derived from the difference between a lower price 
obtained at auction and a generally higher price obtained by the 
dealer On less expensive works by minor artists, fair-market value 
may include a range of several thousand dollars. On major works by 
major brand-name artists, fair-market value may range from $50^000 
to $100,000. The advance estimates printed in auction sale cata- 
logues are the fair-market-value ranges estimated by an auction 
house. For example, when a Renoir is estimated at selling for between 
$350,000 and $400,000, chances are that the painting will sell within 
that $50,000 range, reaffirming w^hat has probably already been 
established as a fair-market value for that type of Renoir painting. 

A dealer s price is usually somewhat higher than that established 
at an auction sale. It w^ould seem, therefore, that you would probably 
get a better bargain if you always bought at auction. However, there 
are certain drawbacks that cause many collectors considerable hesita- 
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tic ^ before buying at auction. First, all sales arc final, and purchases 
mu:>5. be paid for immediately. Second, no auction house guarantees 
the authenticity of any work; statements to this effect are promi- 
nently printed in the sale catalogue. Third, although a cursory exam- 
ination of a work can be made before a sale, no auction house allows a 
thorough examination to be made on or off the premises by a 
qualified consemtor. 

These three points should suggest to you that you must have a 
fully professional fund of information on the artist and the work or 
engage the services of a qualified art historian/consultant to examine 
the work before you think of buying at auction. The instances of an 
tmidentified work selling for a pittance and afterwards being dis- 
covered as a long-lost masterpiece worth millions are very rare. The 
reason this occurs at all is because the buyer is a highly trained art 
historian and teels he has recognized the work in advance ol the 
auction sale. Such a buyer would feel safe in risking a small amount of 
money on a gamble he hopes will pay off 

What you pay the dealer for, in addition to the actual cost of the 
work, is his guarantee of the work s authenticity, the information his 
research has uncovered about the work (the information is included 
with the bill of sale), an opportunity to have the work carefully 
examined at a conservation studio, and if needed, permission to pay 
for the work in installments. The good dealer knows that the work he 
sells is worth the price he asks. 

As you become fully aware of the ramifications of art-price 
structuring, you may occasionally find a work priced far too low. 
About the only place this can happen legitimately is at a local estate 
sale, not at an auction. It occurs because of ignorance of the correct 
fair-market value on the part of those responsible for pricing items for 
the sale. A good many bargains can be found at estate sales. If the low- 
priced work is at a dealer s and is not being sold on consignment but 
from the dealer's inventory, you will know immediately that the 
dealer thinks the work is questionable. This work is not a bargain, and 
you should stay clear of it. 
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DEALER GUARANTEES 



* A GOOD DEALER STANDS BEHIND THE QUALITY OF 
the work he sells. If a dealer tells you he makes no guarantee of the 
authenticity of the art he is attempting to sell you, don't buy. Most 
dealers have some sort of arrangement to refund your entire purchase 
money if, within a year, you wish to return the work because you are 
dissatisfied with it. Some dealers will allow you the current market 
value on works previously acquired from them if you wish to trade 
that work in on a more expensive one. These dealers know that what 
th^ ^ sold is worth the price they sold it for, and unless there is a 
■J dechne in world art prices, these values hold. 
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Many collectors pay a premium price for the 

work of an artist who is currently popular. This means they are buying 
art at top-of-the-market prices. Collectors often want the most fash- 
ionable art of the moment and are wilhng to pay for it. Major 
traveling exhibitions presented by the nation's top museums usually 
cause a dramatic upward jump in prices of works by the artists 
included in these shows. Over the past several decades, paintings, 
drawings, and graphics by the nineteenth-century French Impres- 
sionists have commanded top dollar in the art market, reflecting a 
number of major exhibitions devoted to these artists. 

Most museums rarely buy top-of-the-market art, partly because 
their funds are severely limited and partly because curators know that 
when the current vogue is past, prices will decline. A wise collector 
will follow the museums' lead and buy works by less fashionable 
artists. However, it may be a moot point to remember that whereas 
museums may have a century to acquire the works they most want at 
the prices they feel they can afford, most collectors form their 
collections and keep them usually from ten to thirty years. 

It is better not to buy at top-of-the-market prices because an 
artist s popularity is generally fairly short-lived. When the fad passes, 
the prices dechne. Twenty-five years ago, most works by the Ameri- 
can painter John Singer Sargent could be bought for under $ 1 ,000. In 
1979-80, there was a major Sargent international exhibition. 
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Recently a portrait by the artist sold at a New York auction house for 
$250;000, and it is not presently possible to buy a good Sargent 
painting for under $100,000. 

It is a good idea to watch the price fluctuations obtained at 
auction to determine whether an art fad is in operation regarding a 
specific artist or artistic school. ARTnews Magazine publishes a 
biweekly bulletin called ARTnewsletter, which keeps its readers 
informed on the latest auction and other sales action throughout the 
world. This and similar publications (see "Selected Readings") are 
extremely helpful to the collector. 



* Since I've previously discussed some of the BUYING AT AUCTION 

drawbacks and benefits of buying at auction, it seems appropriate to 
note some tips about buying at auction. First, however, you should 
understand the various classifications of auction houses and what 
kind of art they handle. 

New York City is the leading art center in North America. The 
world's premier auction firms have salesrooms in New York. The big 
two, Sotheby's and Christie's, each do a multimillion-dollar business 
selling art in this country, although both firms are headquartered in 
England. They sell virtually every kind of collectible from paintings 
and sculpture to furniture, rare bookS; and jewelry. They even sell 
vintage automobiles, wines, and real estate. With the exception of 
the real estate, everything is sold by competitive bidding. The other 
two major auction firms in New York are Phillips and Doyles. These 
two smaller firms concentrate on less important art. Selling in New 
York gives you the broadest market while buying pits you against the 
most informed competitors. 

Outside New York, a number of regional auction firms are 
located in New England, Washington, D. C, Detroit, Chicago, and 
San Francisco. These regional firms have regularly scheduled sales 
throughout the year. Additionally, there are once-a~year auctions of 
major, western-oriented works held in Houston and Oklahoma City. 

Local auction firms may include art objects in addition to other 1 1 3 
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types of goods. Local; regional, and national firms may also conduct 
estate auctions on a one-time-only basis anywhere across the country. 

New York's auction houses probably get the highest overall 
prices because they sell the best quaUty art. However, if you buy 
western art in the Houston art and livestock auction, you can expect 
to pay top-of-the-market prices because western art is currently 
fashionable, especially in Houston. A little time speixt in your local 
library will identify the in-vogue art in the various parts of the 
country, and thus what you can expect to pay (or, if selling, receive) 
the highest prices for. 

An informed collector can do very well buying artworks at 
reputable local or big-city auction houses. Some tips on buying at 
auction are listed below: 

1) Attend several auctions before doing any bidding in order to 
get the feel of buying at auction, how the auctioneer handles bids, 
and how to pace your own bidding. You might even note the best 
location to sit in the auction room. 

2) Before the sale or before you bid on anything, be sure you 
read and understand the conditions and terms of sale, which are 
usually printed in the front of the sale catalogue. 

3) Never bid on anything you have not personally examined. 
Keep written notes on the condition of the work and any damage 
observed prior to the sale. A friendly witness may be useful. 

4) Determine your price limit beforehand and never go above it, 
even if someone else gets the item. Auction fever is real, contagious, 
and financially unhealthy With reputable auction houses, written or 
table bids made prior to the sale can be good preventive medicine. 



EXPAND YOUR * As a collector, if you want to expand your 

KNOWLEDGE knowledge of your favorite art, there are a number of things you can 

do. The simplest and most convenient thing is to read a good, well- 
written, and well-illustrated book on your artist or period of art. The 
text must be informative and scholarly. Most of the coffee-table 

1 14 variety of beautifully illustrated art books contain popularized, not 




scholarly, texts. A good art textbook usually has more illustrations in 
black and white than in color. This is partly because of the expense of 
printing color plates, but it is also because the color-plate printing 
does not reproduce colors with the fidelity and accuracy needed, and 
therefore black-and-white reproductions serve better. 

Read more than one book on your subject, by more than one 
author. You need more than one set of opinions. If you particularly 
like the work of just one artist, read enough books so you can 
recognize your artist's hand in all the media he used. 

Picasso, for instance, was a painter, sculptor, ceramist, drafts- 
man, printmaker, and designer. Having such a long professional 
career, he also worked in a number of styles. To have a study librarv on 
Picasso would require having a general book on his overall life and 
work, then specific books on his painting, sculpture, printmaking, 
drawing, etc. You would also want general books on late nineteenth- 
century Spanish and French art, turn-of-the-century French art, 
cubist art, 1920s neoclassicism, and avant-garde French art from the 
1920s through the 1970s. You would then have at your fingertips 
enough study material to truly know Picasso's work at an> given 
period. Most artists, unfortunately, are not so well covered by pub- 
lished works. 

If this kind of thorough reading program is not enough for you, 
take courses at your local university art department. The faculty will 
usually take special interest in an avowed collector and can be of great 
assistance in suggesting the proper courses to take. Thecc courses can 
be audited (taken for no credit) or taken for credit on a special 
student basis or in a degree program. 

In addition to going back to school, you can attend lectures given 
in your community by local experts and visiting scholars. Your local 
art museum is an excellent resource for information on these pro- 
grams. Through the public television and public radio networks 
across the country, you also have access to important discussions of 
current projects and problems in the art world. The programs are 
usually more general than specific, but they offer such a wide range of 
subjects that quite often your special interest is covered. 

An enormous number (approximately 300) of art magazines are 
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published throughout the world. Most are printed in English or have 
English editions. They range from the glossy, expensive variety - 
which are related in the quality of texts and illustrations to the 
typical, coffee-table books - to the scholarly, hairsplitting maga- 
zines so loved by art historians. A good community or university 
library art-reference department can compile a list of these periodi- 
cals for a small charge. 

A collector who wishes to know more, even beyond his chosen 
area of concentration, assembles a good, overall art library. Well- 
v/ritten and well-illustrated books are available from most any good 
book dealer. You can also obtain excellent reference books as well as 
picture books from the several remainder-book outlets which sell 
books at great discounts by mail. Art books don't really go out of date, 
although new research continually updates information on any given 
artist or style. Older, out-of-print books, which can be obtained from 
used-book stores, may cost a bit more, but are usually worth the 
price. Several general art encyclopedias are published in English, as 
well as excellent ones in French and German. The exhibition cata- 
logues published by museums and art dealers across the country 
provide a major source for information on often little-known aspects 
of art history. 

Finally, major and minor auction houses publish catalogues of 
their sales. Auction catalogues furnish a wealth of information. In 
addition to the artist s name, an entry often includes the artist's life 
dates, ? photograph of the work being sold, the opinion of the auction 
firm's research staff on the work's authenticity (indicated by the 
manner in which the artist's name is printed - information at the 
front of the catalogue explains this), the owiiership and exhibition 
record of the work, published information on the work, and the 
estimated fair-market value. Many auction firms will send catalogue 
subscribers a list after the sale, noting the actual price paid for each 
lot. 
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1^ As A COLLECTOR; WHETHER YOU OWN A FEW PIECES SUMMARY 

or many, have just begun or are well established, are still deciding, 

what to collect or know exactly what you want, it benefits you to 

know as much as possible about what you collect. It is also helpful to 

keep records on your collection and, above all, to know how to show 

your art safely and effectively. 
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4» The words and phrases listed below are 
either specialized art terms or have specialized 
meanings in this handbook. They are arranged 
in alphabetical order 

Acid-Free Paper is paper or a paperboard prod- 
uct manufactured by hand or by machine 
wherein the acidic content of the cellulose fibers 
used to form the paper has been neutralized by 
the addition of an alkaline substance. The 
degree or. measurement of acidity in the paper is 
called the pH factor 

The pH or acidity-base factor is neutral at 
7.0, completely acid at 0.0, and completely 
acid-free at 14.0. Paper is considered acid-free if 
the pH factor is 7.0 or above. Commercially 
produced acid-free paper is usually in the range 
of pH 7.0 to pH 8.3. Paper made with cloth 
fibers is commercially acid-free whereas paper 
made with wood pulp is not. The cloth content 
gives the terms rag mat or rag board to acid-free 
paper board. 

Appraisal is normally used to describe the mon- 
etary value of a work of art. One gets an 
appraisal from an appraiser, dealer, auction 
house, or other qualified source. An appraisal 
may also mean an artistic evaluation of the given 
work. 

Another word for appraisal is valuation. 
The difference between valuation and evalua- 
tion is that the former is based on factual data 
and the latter is based on opinion and experien- 
tial data. An artistic evaluation, therefore, 
would not include a monetary valuation or 
appraisal. 
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Area Shading, in two-dimensional art, refers to 
an area that has been shaded so as to give the 
illusion of three-dimensionality through the 
suggestion that there are shadows or shading 
cast by another element that projects forward, 
occluding light from it. The word is most often 
used in reference to drawings or graphics where 
tones of gray, black, and white are used instead 
of color 

Arrangement denotes the pattern created by 
placing various works of art together for display 
purposes. 

Art has been used to designate certain branches 
of learning as opposed to the natural sciences 
since the time of the eady Greeks, who cate- 
gorized much of the learning we follow today. In 
this sense, art includes fine arts (drawing, paint- 
ing, sculpture, and graphics), ceramics, archi- 
tecture, music, literature, drama, mathematics, 
and dance. Since the nineteenth century, those 
objects that have a useful function in addition to 
their art value, such as furniture, china and 
metal wares, rugs, tapestries, glassware, and 
book bindings, have ben called decorative arts. 
In this book, art is used to mean the fine arts and 
the decorative arts. 

Art Consultant refers to an expert on matters 
pertaining to art, qualified through education, 
experience, and knowledge. The art consultant 
is almost certainly an art historian. He may also 
be an appraiser. He will know when an object 
needs conservation, but he will not normally be 
a conservator He could also be an expert in 
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layout design. Although he will have an are 
period of specialization in art, he will ha 
broad, general knowledge of all art. He is 
detective and law7er of the art world. 

Average Eye Level is a horizontal band or z 
about 15 to 24 inches thick, top to boti 
wherein falls the direct, focused view of 
majority of people when they look straigl 
front of them. If the majority of people wi 
standing in a certain area, the average eye-! 
zone will be higher than if they will mostl 
sitting (see "Eye Level"). When using a 
terline display, the centerline should be loc 
halfway between the top and the bottom o: 
average eye-level zone (see "Centerline"). 

Centerline is the horizontal line half 
between the top and the bottom of a pictu 
other work of art. It is determined by measi 
the height of the picture frame at its gre; 
point and dividing the figure in half. If oi 
making a group arrangement using the 
terline system of design, the centerline sh 
bisect the entire arrangement. 

Chemical Burning occurs as sulfurous ac 
released from non-acid-free (wood-pulp) pi 
The acid causes the paper to turn brown 
become dry and brittle. Chemical burning 
attacks acid-free paper when it is placed ne 
non-acid-free paper 

Cluster Arrangement is a type of display d( 
that gives the effect of haphazard clutter bu 
been carefully calculated and measured to 
duce a highly informal effect. It is actuall 
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incomplete grid arrangement (see "Grid Pattern 
Arrangement"). 

Clutter is a haphazard arrangement that has not 
been planned. It tends to minimize any true 
quality or value of the art. It ovenvhelms the 
viewer and is extremely uncomfortable to con- 
front. It is produced by simply sticking works up 
on a wall without any plan. 

Color denotes the property of reflecting light 
waves of a particular length. The primary colors 
of the light spectrum arc red, orange, yellow, 
green, blue, indigo, and violet. In fine arts, there 
are three primary colors: red, yellow, and blue, 
which, when mixed in various ways, produce 
the secondary' colors, green, orange, and purple. 
All other colors are simply further variations. 
Black, white, and gray are often called achro- 
matic colors, although black is caused by the 
complete absorption of light rays, white by the 
reflection of all rays that produce color, and gray 
by the imperfect absorption of all these rays. We 
refer to black as the absence of all color, white as 
the presence of all color, and gray as the mixture 
of black and white. Obviously the black pig- 
ment is not true scientific black, or we couldn't 
see it; it is actually an exceedingly dark gray. 

Color Intensity refers to the amount of dilution 
from full strength of a given colon Full intensity 
is pu'e-tone color with no dilution. 

Color Wheel refers to a circular design arranged 
to place the primary and secondary colors in 
correct relationship with each other Relating it 
to a clerk uial, yellow is at 12, green at 2, blue at 
4, purple at 6, red at 8, and orange at 10 (see 
"Complementary Colors," "Primary Colors," 
and "Secondary Colors"). 

Complementary Colors are the colors opposite 
each other on the color wheel. Yellow and pur- 
ple are complements, as are green and red or 
blue and orange. 
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Composition basically refers to the design in 
which the artist arranges the subject matter of a 
given work of art. It can be expanded to mean 
the design created by a person arranging a dis- 
play of artwork. 

Compositional Balance occurs when an artist 
designs his subject matter so that there is no 
stress in any one direction, or when there are 
such stresses, they are balanced by other stresses 
in contrasting directions. Such a design is not 
necessarily symmetrical although it could be. 

Compositional Direction occurs when the art- 
ist's composition has a distinct directional flow 
to one side or another or towards the top or the 
bottom. Directional flows in opposition create 
balance, but directional flow or stress toward 
top and one side would create a compositional 
direction toward the top and that side. Com- 
positional direction tends to cause the viewer to 
look or to follow the direction indicated. This is 
done subliminally, and probably neither the art- 
ist nor the viewer is consciously aware of it, 
although the alerted viewer can spot it 
immediately. 

Compositional Solid refers to an area in the 
artist's design that is seen as a solid, heavy block. 
A small compositional solid will balance a large 
compositional void. For example, a small area of 
black, dark blue, or full-intensity red will bal- 
ance larger areas of yellow, white, light blue, or 
green . 

Compositional Void is an area in an artist's 
design that takes on an appearance of empti- 
ness, vacancy, or transparency. It tends to form a 
hole through the picture. If in a sculpture or 
other three-dimensional piece, such an area 
might be the space between the body of a figure 
and the clhow when the hand rests on the hip or 
the space between the legs. It is a necessary part 
of the composition used to define the shape. 
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Conservator is the name or title of a person who 
repairs damages to artworks. The usage of this 
term has come into existence chiefly since the 
mid-twentieth century. The former term was 
restorer, but this name has the unfortunate sug- 
gestion that the person can repair any errors he 
might make, while conservator suggests that the 
person is primarily concerned with con£er\'ing 
everything that the artist originally created. 

A conservator is a highly trained art profes- 
sional and usually has degrees in art history as 
well as chemistry. The conservator normally 
works in a museum and certainly for a museum. 
Because formal training for the conservator is a 
fairly recent occurrence, there are still many 
older people who, although very efficient, did 
not receive this new, extremely specialized 
training. There are still others who learned to 
restore art because there was no one else around 
to do the job. In order to establish and maintain 
criteria for the highest level of workmanship in 
this field, a national organization for conserva- 
tors was formed in 1973, the American Institute 
for Conservation of Historic and Artistic Works. 

Counterdirection is the use of one or more 
works with compositional direction opposite to 
that of preceding works used in a display. Coun- 
terdirection means to reverse the directional 
flow and thus retain the viewer's interest. 

Decorative Arts are works of art which have a 
primary function or use in addition to their 
artistic ornamentation (see "Art"and "Fine 
Arts"). 

Degree of Gray Value refers to the heaviness or 
lightness of the use of gray lines or areas in a 
black, gray, and white (monochromatic or ach- 
romatic) work of art. A delicate outline drawing 
has a small degree of gray value when compared 
to a drawing that has broad swaths of black and 
gray area shading. 

Depth of Field is a phrase that has become 
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familiar through the photc graphic medium. It 
means the creation of the illusion of space 
within a two-dimensional plane. A landscape 
with tiny buildings, which seem far away on the 
horizon line, has a greater depth ot field than a 
still hfe with fruit on a tabletop placed in front of 
a drapers'. 

Direction/Counterdirection refers to the use of 
two or mere works that have opposing composi- 
tional flow or direction. The best way of leading 
a viewer into a group arrangement is to place 
inward-directed works at the outer edges. Taken 
by themselves, without any other works, you 
would have direction/counterdirection. When 
used with other so-designed works as well as 
with balanced compositions at or near the cen- 
ter of the arrangement, you have a display that 
fascinates the viewer. 

Display is synonymous with arrangement or 
exhibit. It can be a single piece or a group of 
artworks that have been arranged to show off 
the art at its very best. 

Display Intent is the reasoning behind the pur- 
pose of a display. Most works of art are displayed 
to decorate an area, to show the quality of the 
works, or for both reasons. In a sales gallery, an 
additional intent is that of inviting sales. Some 
displays are made solely to educate the viewer, 
as in a museum educational situation. Some 
displays are meant only to inform, and other 
displays are designed to subliminally induce 
confidence in the viewer toward the person or 
organization showing the art. 

The intent of display is paramount in the 
manner which is employed to arrange the art. If 
one intent is desired and the arrangement con- 
tradicts or minimizes the intent, the display is a 
loss. 

Documentary Card is a small file card used to 
record pertinent information about a work of 
art. It documents the work of art. 
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Documentary Folder is a legal-sized folder, pref- 
erably in acid-free paper stock, used to hold all 
the records relating to a specific work ot art. The 
records are clipped into the right side of the 
folder and an acid-free photo envelope is stapled 
to the left side. It is best to use a two-hole punch 
and two-hole fasteners to hold the records that 
are clipped into the folder. 

Documentary Information Sheet refers to a list- 
ing of all the pertinent information regarding a 
specific work of art. The sheet is part of the text 
under recordkeeping. It is clipped to the top of 
the stack of other information one puts in a 
documentary' file folder. 

Documentary Photograph is an 8" by 1 0" black- 
and-white glossy photograph of a given, specific 
work of art used to make a photographic record 
for file and insurance purposes. The documen- 
tary photograph should show the entire work, 
not a detail or not nearly all of it, but all of it. 
Black-and-white photographs are more perma- 
nent and accurate than color photographs. 

Double Hanging places two pictures or other 
wall-hung artworks one above the other in an 
arrangement or by themselves. 

Dramatic Effect is the use of a single work of art 
displayed to enhance its potential drama. 
Because it immediately draws strong attention 
from a viewer, it should be a work of unusual 
quality and rarity 

Dynamic Symmetry descril os a system of 
design based on obser\-ation of nure hut scien- 
tifically and mathematically evolved. The sys- 
tem was created by Jay Hambidge in the early 
years of the twentieth century and used until 
just after midcentury as a means ot teaching 
composition to art students throughout Amer- 
ica (see "Golden-Mean Section"). 

Evaluation is the summarization ot opinions 
regarding a work of art for the purpose of form- 



ing a judgment of it. An evaluation made by an 
expert is more reliable than one made by an 
amateur. The opinions may be backed up by 
factual data but, in itself, the evaluation is not 
factual. 

Exhibit is a display or arrangement of works of 
art assembled for viewing. The term exhibition is 
perhaps better grammar, but that word suffers 
from its connotation of being used in museums 
and expositions and seems a bit grand. 

Eye Level is the horizontal line directly in front 
of a person where his or her view focuses easi-' 
It is actually slightly below the true level ot the 
eyes by about six inches if the viewer stands or 
sits more than three feet away from the wall. 
However, depending on the upward tilt of the 
head while sitting, the eye level may be on the 
true level of the eyes of the viewer. Works ot art 
displayed on or near this level are most easily 
and comfortably seen by the viewer and there- 
fore arc the most successful displays. 

Fine Arts is the branch of learning that includes 
painting, sculpture, drawing, graphics, and 
sometimes architecture. The ancient Greeks, 
during the classical age of the fifth and fourth 
centuries B. C, evolved this definition, and it 
was reaffirmed during the Renaissance in Italy, 
spreading throughout the civilized world from 
there. Fine arts is defined as the creation of an 
object that is employed and appreciated for 
itself alone, with no other function. Because of 
this definition, the purists say that architecture, 
which certainly has a function other than being 
merely ornamental, is not to be categorized 
within the fine arts, but rather as a major art in 
itself, such as music, mathematics, and litera- 
ture (see "Art"). 

Flush-Edge Placement refers to the placement 
of framed works of art of identical, similar, or 
varying sizes so that either their bottom or top 
edges are aligned with each other. This arrange- 
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ment is highly arbitrar^^ and the emphasis falls 
not on the works thennselves. but on the pattern 
of the arrangement. If one had poor or low 
quality art to display and wanted the best possi- 
ble effect, flush-edge placement would be ideal. 
The exception to avoiding flush-edge placement 
is when one is hanging a related group, such as a 
series, a pair, or a set, and the emphasis is not on 
the individual works but on the relationship 
between the works; in this instance, flush-edge 
placement is the most desirable method of 
arrangement. 

Fome-Cor*^ is a patented name applied to inert 
plastic foam sheeting, manufactured by Mon- 
santo, used to back glazed works in frames or 
used as backing behind the stretchers support- 
ing oil or acrylic paintings. The Fome-Cor^^ 
sheet is usually one-fourth inch thick and can be 
obtained in sheets up to four-by-eight-feet in 
size. The advantage of Fome-Cor® over standard 
cardboard is that it is composed of a cellular 
structure sandwiched between two thin, 
smooth sheets of plastic foam. This allows the 
sheet to breathe, that is, it allows for slight pas- 
sage of air, thus reducing the chance of mold 
forming under adverse conditions. Being plastic, 
Fome-Cor® is acid-free. When compared to 
acid-free paperboard used for backing, Fome- 
Cor® is sturdier, somewhat less expensive, and 
l;ias the breathing quality the paperbcard lacks, 
backings are necessary on glazed works and 
desirable on stretchers for the protection they 
give on the reverse side of the work. 

Footcandle is a unit for measuring illumination. 
It is equal to the amount of direct light thrown 
by one international candle on a surface one foot 
away. Most photographic light meters measure 
in footcandles. Artworks, including tapestries. 
Oriental rugs, and other fabric dyes, with pig- 
ments that are overly sensitive to the deteriorat- 
ing effects of light should be illuminated by no 
more than 10 footcandles. Watercolors should 



be lit with no more than 25 to 35 footcandles, 
depending upon the delicacy of coloring, while 
oil and acrylic paintings will begin to bleach 
under lighting in excess of 60 footcandles. Indi- 
rect sunlight flooding a room through mesh cur- 
tains usually measures from 1 50 to 500 footcan- 
dles, and direct sunlight at zenith, falling 
straight onto a work of art, will measure up to 
6,740 footcandles. Through the nineteenth cen- 
tury, one of the restorer's methods of lightening 
age-darkened oil paintings was to expose them 
to direct sunlight for two or three days. Unfortu- 
nately this method is still used by some amateur 
restorers. 

Formal Arrangement is a display that has the 
intent of creating a formal atmosphere in the 
area where it is placed. Good quality art tends to 
become more formal than art of secondary qual- 
ity. The grid pattern arrangement and the dra- 
matic effect arrangement produce the greatest 
degree of formality in displaying art. 

Foxing occurs when small, light brown spots 
appear in a painting or other artw'ork done on 
paper Foxing is caused by rusting iron particles 
embedded in the paper 

Fugitive refers to an impermanent dye pigment. 
Before the present scientific manufacture of art- 
ists' colors, many colors were made from sub- 
stances not conducive to permanence. Vegeta- 
ble dyes, coal tar dyes, and some early 
twentieth-century synthetic dyes are basically 
fugitive. Unfortunately, the color change is per- 
manent and cannot be reversed. Fugitive colors 
are particularly susceptible to damage from 
indirect and direct sunlight, as well as from 
overly bright artificial illumination (see 
'Tootcandle'*). 

Gesso is a dense^and brilliantly white ground 
that is applied to wood or other rigidly com- 
posed panels in preparation to painting in egg 
tempera, egg emulsion, oil glaze, or oil media. 



Gesso is composed of animal-hide glue mixed 
with chalk or gypsum. It is applied in several 
layers, each of which is sanded or ground fine 
before the application of the next layer 

There are usually two or more types of 
gesso employed in the preparation of one panel: 
gesso grosso is applied in several layers over a 
wood panel that has been painted with glue 
(size). Then ten or more coats of gesso sottile are 
applied, each sanded between applications. 
Gesso sottile is made of plaster of Paris that has 
been slaked in water for a month to reduce its 
absorbency rate. Gesso duro is a heavier, more 
durable form of gesso used for statuettes and bas 
reliefs as well as for picture frames and carved 
furniture. It is then covered with metal leaf, 
such as gold or silver, or is painted to resemble 
terra cotta. 

During the late Middle Ages, Renaissance, 
and Baroque periods (fourteenth through early 
eighteenth centuries), it was customary to coat 
wooden sculpture with gesso, then paint it. Old 
works, treated with a gesso ground, are 
r'tremely fragile and likely to chip with mis- 
handling. When you see chips of white showing 
through an old, gilded picture frame, you are 
looking at the gesso ground. 

Glassine is a thin, translucent sheet of cel- 
lophane, which is inert. It is about the same 
thickness as waxed paper, but is fairly stif^. It is 
used to layer between prints and drawings in a 
storage situation. 

Golden-Mean Section is a name revived by Jay 
Hambidge to denote the specific peculiarities of 
partitioning a rectangle so that the ratio of each 
diminishing section remains constant. This is 
part of Hambidge s study called Dynamic 
Symmetry. 

Graphics/Graphic Art traditionally and histor- 
ically referred to black and white drawings and 
prints - that is, wood-block prints, engravings, 
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etchings, and lithographs. With nineteenth- and 
twentieth-century developments in printing 
techniques, however, graphic arts has been 
expanded to include any black and white or 
color work which is created by an artist with the 
intention -hat it be hand printed to produce 
multiple copies. Print and ori^nal print are the 
designations normally used by dealers and 
museums to denote the printed image, usually 
on paper, made from woodblocks, linoleum 
blocks, engraved copper or steel plates 
(reproducing the effect of a line drawing), 
etched copper plates (reproducing the effect of 
a pen, brush, and ink drawing), lithograph 
(reproducing the effect of a pencil drawing or an 
ink-wash drawing), and serigraphs, to name the 
chief graphic media. 

Remember that the image was created by 
the artist with the specific intent that the image 
be printed. A graphic work of art or print should 
not be confused with a commercial reproduc- 
tion. This latter term is used to denote any work 
of art duplicated by mechanical means rather 
than being hand printed, Mechanical reproduc- 
tion, such as offset lithography printed from 
zinc or gelatin plates, does not have the sen- 
sitivity produced by an original print. 
Reproductions o^ten duplicate works that were 
not originally intt nded by the artist to be dupli- 
cated, such as paintings, watercolors, and draw- 
ings, and the artist's original intention is thereby 
lost in the reproduction. 

Grid Pattern Arrangement is the creation of a 
group display in such a manner that all of the 
horizontals, verticals, and diagonals of the fram- 
ing material are visually interlocked, and the 
major horizontals, verticals, diagonals, and cur- 
vilinear lines of the compositions of the works of 
art are also incorporated into the visual inter- 
locking. Once assembled correctly, the design 
cannot be altered without disrupting the whole. 
Although very complex, it establishes the most 
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satisly'ing type of pattern for the viewer. It is the 
method employed in furniture and wall treat- 
ment arrangements by most good interior 
designers, 

Group Arrangement is the display of two or 
more works of art to be viewed as a unit. In a 
group arrangement, it is necessary to keep some 
sort of unifying element apparent, such as sim- 
ilarity of subject matter, medium, artistic 
school, or artistic period, so that the arrange- 
ment does not become simply clutter. 

Grouping refers to assembling works that have 
something in common for display purposes. 

Hang means putting up or installing a work of 
art in a display, as "to hang an exhibition," 

Hanging Rod refers to a device that enables one 
to hang works of art on a wall without piercing 
the wall with a nail. It is designed to hang from a 
molding or other projection at the top of the 
wall. It is equipped with one or more hooked, 
movable clamps, which can be positioned any- 
where along its length and over which is placed 
the wire supporting the work. 

Impact Interest is the degree of eye-catching 
effectiveness produced by the positioning of a 
work of art in a display. Impact interest is related 
to dramatic effect but is not synonymous with it, 
A sculpture placed in the midst of an arrange- 
ment of framed works would have automatic 
impact interest because of the difference of 
dimensionality, A work with impact interest 
normally is one with good or high quality. 
Impact interest communicates itself strongly to 
the viewer 

Impasto is a word of Italian origin that denotes 
the thickness of paint applied on a canvas or 
panel. If the paint stands up in humps so that 
the mark of the brush bristles can be easily seen 
in the paint surface, it is said to be thickly or 
heavily impasted. A work with heavy impasto is 



susceptible to extensive paint film cracking, 
thus making the picture more fragile than its 
seemingly sturdy appearance would indicate. 
Pressure impacts from the reverse side on such a 
work are particularly harmful. 

Inert means the chemical neutrality of the state 
of a substance. Mylar plastic wrapping material 
is inert as far as any chemical reaction with a 
painted or drawn surface is concerned. 

Install is the verb form of the act of hanging or 
placing a work of art on display. Installation 
refers to the finished display. 

Line Drawing refers to a drawing composed 
entirely of line work with no shading. There are 
three basic line drawing techniques: outline, 
where only the outermust edge of a shape is 
delineated; contour, where the outer edges and 
all inner surface planes are delineated in a con- 
tinuous, connected line; and a combination of 
the two, in which the inner and outer surface 
planes are outlined, but the lines are not con- 
nected with each other 

Line drawing is usually ver>' delicate and 
pale because the artist has used a fine-point 
pencil or pen nib. However, if the artist has used 
a wide brush and dark ink or has drawn with 
dark chalk, the line drawing can be very strong 
and even visually aggressive. Line drawing also 
describes the effect to be found in wood-block, 
engraved, etched, or lithographic prints, if they 
are produced as described above. 

Local Color describes areas of color that are not 
the predominant color in a work. For example, 
in a still life that is predominantly blue but 
contains small touches of red, pink, yellow, and 
green, the small patches of color other than blue 
would be called local color. Local color is also 
used to describe colors that, when viewed close 
up, are bright but when seen from a distance, 
fade into a general, overall gray tonality. 

Medium means the material or substance used 
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to create a work of art. Actually, it is the visible 
surface that is the work of art. For example, in 
painting the medium can be oil, transparent 
watercolor, egg tempera, or any number of other 
paint substances or mixtures. In a piece of cast 
bronze sculpture, the medium is bronze even 
though one knows the piece was cast in a mold. 
It is the material of the finished work of art. 

Monochrome refers to a work of art painted 
primarily in just one color; the use of one basic 
color in a work of art. Monochrome is used in 
contrast with polychrome, the use of many col- 
ors, and in contrast with achromatic, the use of 
no colors but rather black, gray, and white. 

Muhiple Hanging moans placing three or more 
works of art in an arrangement or display, usu- 
ally in a vertical stack pattern. It also refers to a 
group of works hung on the wall in more than 
two horizontal rows, either symmetrically or 
asymmetrically. 

Museum Fatigue is the muscular strain experi- 
enced by a viewer when works of art are dis- 
played even slightly above the normal eye level 
This phenomenon happens a short time after a 
person has started looking at art where the cen- 
terline (and usually, therefore, the center of 
interest in the work) is higher than the person s 
eye level. The fatigue is caused by having to push 
the head back, putting a strain on a person's 
neck, shoulders, chest, back, abdominal, and leg 
muscles. (It is much easier to lean forward to 
view a work of art than to lean backward.) This 
is one of the major reasons why people are 
uncomfortable in many museums. Poor light- 
ing, noise, and uncomfortable climate also con- 
tribute, but the muscular strain is the major 
factor 

Negative Space is a void or empty space incor- 
porated within the overall shape of a v.-ork of art, 
necessary to define the real or illusionary form 
of the subject matter (see "Compositional 
Void"). 



Patina, in sculpture, is the surface treatment. 
On metal sculpture, this treatment is normally a 
chemical coating that changes the natural red- 
dish-golden color of bronze to dark green, 
brown, or black. Patina also describes the 
encrustation of age damage to metal or other 
niaterials. Age patination on furniture is a desir- 
able effect. The chemical patination applied to 
bronze sculpture is intended to simulate the 
effect of age patination. 

Patination refers to the completed surface treat- 
ment on a piece of sculpture or furniture pro- 
duced either naturally through aging or 
artificially. 

Picture Hook is a patented device designed to 
allow the use of a smaller nail to safely support a 
wall-hung work of art. The picture hook, which 
is available in several different sizes, directs its 
weight-load into the wall and then down, rather 
than just down as does a nail without a picture 
hook. The plain nail is not as secure when 
loaded because it tends to direct the weight-load 
slightly outward, away from the wall. 

Picture Wire refers to the wire, attached to 
screw eyes on the reverse of a framed work of art, 
which holds the weight of the framed work 
when hung on the wall. In order to get wire 
strong enough to support the weight, one can 
test the wire already attached to the picture by 
lifting the picture slightly off the floor or table 
and then increasing the weight pressure. If the 
wire holds, it is probably strong enough to sup- 
port the picture, even if the picture is acciden- 
tally pulled downwaiJ after being placed in 
position on the wall. If the wire snaps during the 
test, it won't be strong enough to hold the pic- 
ture indefinitely under vibration or accidental 
touching. The strongest picture wire is braided 
steel. 

Placement is the position occupied by a work of 
art in a display arrangement. 



pH Factor means potential of hydrogen factor 
which is used to indicate the measurement of 
acidity in a substance. It is used to determine the 
acid or acid-free content of paper. On a scale of 0 
to 14, a pH factor of 7.0 or above indicates 
neutral acid content, and paper of that pH fac- 
tor is considered acid-free (see "Acid-Free 
Paper"). 

Pressure Dent means a slight depression or 
bulge which indicates that a painted canvas or a 
v^'ork on paper has been damaged by something 
pressed into it. If the pressure dent is bulged 
outward when viewed from the front, the pres- 
sure dent was made from the reverse side; if it is 
dented inward when viewed from the front, it 
indicates that the pressure came from the front 
side. 

The chief causes of pressure dents are 1) a 
jabbing touch of one's finger against the surface; 
2) leaning a painting, either face in or face out, 
against the corner of a piece of furniture; 3) 
stretcher keys, tacks, or other foreign matter 
which have fallen into the space between the 
reverse side of the canvas and the inner front of 
the stretcher; 4) allowing one's fingers to touch 
the canvas when lifting or carrying a painting; 5) 
picking up a work on paper by using only one 
hand and thus causing a denting crease to form 
on the surface. The repair of damages caused by 
pressure dents is usually quite expensive. 

Primary Colors are the three basic artists colors 
- red, yellow, and blue - from which all other 
colors are made. Primary colors cannot be made 
by mixing colors; secondary colors are made by 
mixing two primary colors (see "Color 
Wheel"). 

Provenance refers to the record of previous 
ownership of a work of art. 

Rhythmic Flow is an undulating pattern caused 
by varied relationships between works of art 
arranged in a display. A rhythmic flow is a highly 
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desirable effect to attain since it captures and 
holds the viewer's attention and enables him to 
better examine the cjuality of the art. 

, Rhythmic Placement means creating a display 
: designed with rhythmic flow (see "Rhythmic 
Flow"). 

S Hook refers to a patented hook in the form of" 
an S when viewed frorn the side. It is designed to 
hang from a wall molding near the ceiling of an 
interior space and to support a wire secured to 
its bottom end. which, in turn, supports a 
picture. 

Screw Eye means a screw, the head of which is 
an eye or loop, used by picture framers to secure 
picture wire to the reverse of a framed work of 
art. 

Sculpture, Full Round, is a piece of three- 
dimensional fine art that is finished on all four 
sides and is meant to be viewed from any angle, 
although the artist usually designates one side as 
the front. It is best to display a piece of full- 
round sculpture so that it may be viewed from 
any side, that is, out into the space of a room 
rather than against a wall. 

Sculpture, Relief, is a piece of three-dimen- 
sional fine art that is not finished on the back 
side and may, therefore, be displayed against a 
wall. Further, a relief sculpture is usually 
designed so that the main subject matter is 
raised in relief from a carved background. 

One often sees the terms bos relief (low 
reliel) or haul relief [high relief) used in dealer 
catalogues and art books. These iTench terms 
mean that the depth of the surface from the 
background is either low or high. 

Sculpture Base refers to the bottom element or 
small stand placed beneath a sculpture. It is 
alniost never designed as part of the aitistic 
quality of the sculpture and is not always put 
there by the artist. Sculpture bases are usually 
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wood or stone, ["narble f or instance, regardless ot 
the material of the sculpture itself and are often 
screwed to the bottom side ol the sculpture. A 
thin layer of felt is normally glued to the bottom 
side of the sculpture base. 

Sculpture Pedestal refers to a rectangular or 
cylindrical box, usually about three or four feet 
tall, used to support a sculpture on its sculpture 
base. Most sculpture pedestals are modern and 
simply designed, but occasionally one needs an 
antique or period pedestal to support certain 
sculptures in the most effective manner. For this 
purpose, one can obtain elaborate and complex 
pedestals of carved, gilded, and painted wood or 
car\'ed marble from an antique dealer 

Secondary Colors arc all artists" colors other 
than the primary colors (pure red, yellow, and 
blue). Secondary colors are made by mixing the 
primary colors. The chief secondary colors are 
orange, made by mixing red and yellow; green, 
made by mixing yellow and blue; and purple, 
made by mixing blue and red (see "Color 
Wheel" and "Primary Colors"), 

Similarity of Subject Matter refers to the use of 
one or more elements that are common to all of 
the works in a display arrangement. This can be 
as broad as using all glazed works, all pictures in 
gold frames, or all landscapes; it can be as nar- 
row as using all works by the same artist or all 
works of the same kind of flower. In group 
arrangements, it is desirable to use similarity of 
subject matter to avoid or minimize the effect of 
clutter. The purest definition is, of course, to 
make sure that all works in the display are of 
similar subjects. 

Size refers to the physical size of a work of art, 
either its two-dimensional area or its three- 
dimensional volume or mass. 

Stopper means a work of art with a strong coun- 
terdirection placed to balance a group of works 



that have the same compositional direction. The 
stopper directs the viewer's attention back to the 
arrangement. 

Subject Matter means the sp c^cificsuhject repre- 
sented by the artist. 

Surface Reflectivity refers to the high or low 
degree of reflectioi** caused by light striking the 
surface of pieces of decorative art, especially 
silver or other metalwa*"cs, glassware, and glazed 
ceramic ware. Although high surface reflectivity 
tends to make pieces glitter and dazzle, it also 
makes a display case look fuller than it actually 
is. 

Tabletop Display refers to che use oi'a table with 
a sunken top for display puq.'>ose or die actual 
display within such a table. 

Tejctural Handling is the artist's ahility to create 
the illusion of actual texture on a two-dimen- 
sional surface or the real texture created by the 
artist on the surface of a sculpture. 

Top-of-the-Market Price means the premium 
price paid for the work of an artist. 

Ultraviolet Light refers to certain light rays of 
extremely short wavelength lying beyond the 
violet end of the visible spectrum. The standard 
abbreviation for ultraviolet light is UV. UV light 
is one of the major factors that causes damage to 
artworks, especially in rooms where direct stm- 
light does not enter and people leave the win- 
dows unshielded by curtains. It causes an even, 
overall bleaching or fading to all colors but par- 
ticularly to those colors used in dying paper and 
cloth. It is also produced by most commercially 
available fluorescent light tubes, and in offices 
where original artw^orks are displayed, fluores- 
cent lighting should be shielded with UV filter 
screens placed over the tubes. Titanium white in 
wall and ceiling paint is helpful because it 
absorbs rather than reflects UV light. 
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Visual Arts refers to fine arts and decorative arts 
as opposed to other forms of art such as ballet, 
music, drama, and literature. 

Visual Balance is achieved by designing an 
arrangement or adjusting the positioning of a 
work of art on a wall or other placement without 
making actual measurements with a ruler but 
estimating the effect by vision. The term also 
means to create an arrangement that produces a 
balanced eflect between the visual masses of its 
parts. 

Visual Clutter is the haphazard placing of 
objects without plan, forethought, measure- 
ment, or intent. The result overwhelms the 
viewer and submerges one m confusion. It is 
extremely uncomfortable for one to be sur- 
rounded by visual clutter It actually product's 
an insane environment and can cause physical 
pain and distress. 

Visual Depth is the illusionar>' effect oi depth 
rendered by an artist on a two-dimensional 
plane (see "Depth of Field"), 

Visual Mass is the apparent solidity oi a work of 
art created by the choice of color, texture, shad- 
ing, line work, and brushwork. Visual mass can 
also include the effect of the f rame in occluding 



or stopping one's view. It is the apparent or real 
volume of space that a work of ait seems to 
occupy (see "Visual Weight"). 

Visual Weight is related closely to, but differing 
slightly from, \'isual mass. Visual weight is the 
degree of hea\'iness or lightness a work of art 
seems to possess. Visual weight suggests to the 
viewer the more aggressive action of \'isual!y 
testing the weight of the art object, while visual 
mass is concerned with the space the object 
occupies. 

Vitrine refers to a bottomless glass or plexiglass 
box placed over one or more obiects of art as a 
protective shield for display purposes. 

Vitrine Case refers to a glass- or plexiglass- 
fronted display case with one or more shelws 
used to hold objects within it. The case can ha\'e 
glazed sides, top, and bottom, but it is placed 
against a wall and normally has a solid back. It is 
usually lit from within, Vitmie is derived from 
the French tntro (glass), 

Wood-Pulp Paper reters to paper products 
made from the cellulose fibers of wood. It has a 
high acidity content and rapidly becomes brit- 
tle, dr\', and crumbly within a few years. When 
used for matting paper or board, the acidic 



fumes emitted by wood-pulp paper chemically 
burn any other paper product placed adjacent to 
it. Physical evidence of this chemical burning 
process is noted by brown splotches or streaks 
the color of strong tea appearing on a work of art 
on paper that is matted with wood-pulp paper- 
board. Dealers and conservators call these 
chemical discolorations bunung. The onlv v/ay 
to remove burning is to bleach the papt-r upon 
which the burning appears. This is an extromely 
hazardous repair methotl, t'speuallv on water- 
colors where the color of the work of art may 
easily bleach out also, irreparably damaging the 
work of art. 

Wood-pulp paper was first de\"ised in the 
1 830s. By the end of the century, many works of 
art, such as steel engra\'ings, were made on 
wood-pulp paper, and rag-paper prints were 
glued down on wood-pulp paperboards. Until 
very recently, works so created could not be 
saved ^Vom eventual disintegration as the wood- 
pulp paper crumbled into dust, turning dark 
brown in the process. 

A new process has been dewloped which 
can de-acidify this wood-pulp paper (set* 'Wei 
To Associates, Inc.," in "Services and Products, 
Ac id- Free Paper Products"). 
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IS The following is a list of sources and serv- 
ices to which anyone may turn when in need 
of an answer to a special problem that may 
arise in relation to the proper display of art- 
works, the care and protection of owning 
artworks, and the general safe maintenance ot 
artworks. At the head of the list are a number 
of regional and national organizations to 
which one may apply for answers to ques- 
tions. 

Inclusion of the name o[ a company or 
organization in this directory- does not mean 
that the author or publishers endorse the 
company or its product or service and d(K^s 
not in any way guarantee the quality of the 
product or service offered. 

ORGANIZATIONAL SERVICKS 

There are organizations in the United Sta'-^s 
that provide sen-ices to private individuals on 
virtually every aspect of contemporary lif e. In 
reference to private citizens owning, buying, 
collecting, and showing works of art, the fol- 
lowing organizations can he contacted for 
assistance, publications, and possibly answers 
to your specific questions. 

American Association of Nhiseimis 
1225 Fy( St.. NAV. 
Suite 200 

Washington, D.C. 20005 

202/289-1818 

FAX: 202/289-6578 

The American Association of Museums 
(AAM) is the proft-ssional (organization of all 



kinds of museums throughoui the Lin i tec 
States. Its basic purpose is to serve the mem- 
ber museums. However, it can direct your 
queries to the museum nearest you that may 
be able to assist you in solving your problem. 

American Association for State and Local 
Histor>' 

172 Second Avenue North, Suite 202 
Nashville, Tennessee 37201 
615/255-2971 

The American Association for State and Lo- 
cal Histor\' (AASLH) provides technical as- 
sistance, publications, workshops, and 
seminars primarily for and through its mem- 
ber organizations and museums. However, 
like the AAM, it has indi\'idual memberships 
available for purchase by the general public, 
and it, too, can refer inquiries to the nearest 
local museum that may be able to help you 
in solving your special problem. 

Art Dealers Association of America, Inc. 

575 Madison Avenue 

New York, New York 10022 

2I2/94(;-859() 

This organization was initially established to 
create and maintain uniform and ediical 
standards of operation for its member dealers 
and has since become one of the best sources 
in the country for up-to-the-minute apprais- 
als on works of art through its members. It 
offer a number of services for which pri\'ate 
indi\ iduals ma\ apply, including a theft no- 
tice h(»tlinc. 



American Institute for Conservation of 

Historic and Artistic Works (AIC) 

Klingle Mansion 

3545 Williamsburg Lane N.W. 

Washington, D.C. 20008 

202/364-1036 

International Foundation for Art 

Research, Inc. 

46 East 70th Street 

New York, N^w Yorl- 10021 
212/879-1780 

One can become an individual member of 
this organization, recei\e its magazine ten 
times a year, attend its lecture series, and 
purchase its services, including authentica- 
tion of works of art for (HN-ners. A prime 
ser\ice II" AR offers is an art theft hotline. 

National Fire Protection Association 
470 Atlantic Avenue 
Boston, Massachusetts 122 10 
This organization publishes small, concise, 
and extremely informative booklets designed 
to inform the reader on how to minimize the 
damage caused by fire as well as how to 
alleviate, as much as possible, the causes of 
fire. These booklets are available for purchase 
by writing to the abo\e address. 

In addition to the abo\'e listed organiza- 
tions, there are, in most cities with a popula- 
tion of 50,000 and over and in most state 
capitals, government-operated arts councils, 
funded by both state and federal agencies. 
One of the services of these arts councils is 
providing information on local art resources 
for the general community. 
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MAJOR INTERNATIONAL 
AUCTION HOUSES 

Christie, Maiison & Woods international, 

Im . (usually called "Christie's") 

502 Park Avenue 

New York, New York 10022 

212/546-1000 

FAX: 212/980-8163 

Sotheby's 

1334 York Avenue 

New York, New York 10021 

212/606-7000 

FAX: 212/606-;7i()7 

These two auction houses handle probably a 
majority ol Fine Arts sales worldwide, llie 
catalogues each house publishes for each sale 
provide one of the best scholarly sources for 
obscure and lesser known information on 
both major and minor artists, a.s well as the 
usual major information on these artists, llie 
catalogues are quite often fully illustrated. 
They also pro\ide an up-to-the- minute 
source on monetary valuations. 

APPRAISERS 

Upon written request, national associations of 
appraisers provide names of appraisers in 
one's geographic area, 'f he following organi- 
zations are the <.hief ones in America: 

The American Society' of Appraisers 
Dulles International Airport 
P.O. Box 17265 
Washington. D.C. 20041 
703/620-3838 



The Appraisers Association of America, 
Inc. 

60 PLast 42nd Street 

New York, New York 10017 

212/867-9775 

The American Society ot Appraisers requires 
its members to pass an examination in their 
area of concentration to qualify for certifica- 
tion; the Appraisers Association ot America, 
Inc., requires prospective members to sign an 
agreement on ethical standards and practices 
to qualify for certification. 

ACID-FREE PAPER PRODUCTS 

The following com[ianics manufacture or re- 
tail paper and cardboard products that are, by 
definition, acid-free: 

Archivart Products 

Division of Heller and Usadan 

7 Caesar Place 

Moonachie, New Jersey 07074 
201/804-8986 
800/333-4466 
FAX: 201/935-5964 

Manufacturer of Archi\art acid-free papers, 
boards, and other products for the conser\'a- 
tion of art. 

Crescent C^lardboard C^ompany 
100 W. Willow Road 
Wheeling. Illinois 60090 
708/537-3400 
800/323-1055 
FAX: 708/537-7153 



Manufacturer of Crescent Board matting. All 
Crescent Mat Boards are acid-free. 

The Hollinger Corporation 

4410 Overview Drive 
P.O. Box 8360 
Fredricksburg, Virginia 22401 
703/671-6600 
800/634-0419 
FAX: 703/898-8073 

National and international distributor of acid- 
free papers and cardboard products for the 
artist, archivist, and consea'ator. 

Rising Paper (>ompany 

Di\'ision ol f\)\ Riwr Paper Company 

295 Park Street 

Housatonic, Massachusetts 01 236 

413/274-3345 

FAX: 413/274-6684 

Manufacturer and distributor of acid-free pa- 
per and cardboard products for use by the 
artist, framer, and printer. 

Strathmore Paper Company 
South Broad Street 
Westfield, Massachusetts 01085 
413/568-9111 

Manufacturer and distributor of a general 
range of acid-free paper products for the artist 
and the framer. 

TALAS, Division of Technical Library 

Serv ice, Inc. 

213 West 35th Street 

New York, New York 100 1 1 
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212/736-7744 
FAX 212/465-8722 

National and international distributor ot a 
wide range of archi\'al acid-tree paper 
supplies. 

Wei T 'o Associates, Inc. 
21750 Main Street, #27 
Matteson, Illiniois 60443 
708/747-6660 
FAX: 708/747-6639 

Consulting ser\'ices tor preser\'ing archi\'al, 
librar>', and museum paper artifacts. 

DISPLAY EQUIPMENT 

If you know the name of the type of equip- 
ment needed, but not the name of the manu- 
facturer or distributor, you can get that 
information by writing the Editor of 

Display World 

407 Gilbert Avenue 
Cincinnati, Ohio 45202 

Kenneth Lynch & Sons 
78 Danbur\' Road 
P.O. Box 488 

Wilton, Connecticut 06897-0488 

203/762-8363 

FAX: 203/762-2999 

Manufacturer ut picture hanging devices and 
a number of other di.splay tools; also a .source 
for hand-painted metal picture label plaques 
and gallery devices such as angle tacks, vi trine 
cases, print cases, and sculpture pedestals. 



Multiplex Display Fixture Company 
1555 Larkin WiUiams Road 
Fenton, Missouri 63026 
314/343-5700 
FAX: 314/326-1716 

Manufacturer of various sales-gallery display 
equipment, especially the swinging panel 
(book t>'pe) display system. 

Roberts Colonial House 

570 West 167th Street 
South Hollandjllinois 60473 
708/331-6233 
FAX: 708/331-0538 

Manufacturer of pla.stic display equipment, 
including plate stands, vitrine boxes, etc. 

FRAME-BACKING BOARDS 

Fomebords Company 

221 1 North Elston Avenue 

Chicago, Illinois 60614 

312/278-9200 

800/362-6267 

FAX: 312/278-9466 

Distributor ot lightweight rit''v.1 graphics 
board for use in mounting and packaging: 
Fome-Cor® and .similar materials. They can 
inform you about local distributors of these 
materials. 

Monsanto Corporation 
800 North Lindbergh Blvd. 
St. Louis, Missouri 63 167 
3 14/694-1 ()()() 

FAX; 314/694-8421 



Manufacturer of Fome-Cor®, an inert rigic 
plastic foam sheet laminated with white pa- 
per for use in backing paintings on stretcher 
or tor backing objects mounted under glass 
Fome-Cor^**) is available in either 3/ 16" or 1/8' 
thickness. They can give you information 
about local distributors upon your request. 

LIGHTING PRODUCTS 

St, lx)uis Antique Lighting Company 

801 North Skinker 

St. Louis, Missouri 63130 

314/863-1414 

FAX: 314/863-6702 

Restoration of antique lighting fixtures anc 
source for reproductions ot early twentieth 
century tixtures. 

Lightolier 

100 Lighting Way 

Secaucus, New Jersey 07096-1 508 

201/864-3000 

FAX: 201/864-9478 

Swivelier Co., Inc. 

33 Route 304 

Nanuet, New York 10954 

914/623-3471 

FAX: 914/623-1861 

l^hetwo companies listed above manufacture 
track lighting with movable, snap-in tixtures. 
Lach company's products differ slightly from 
the other s. Most electrical suppliers across 
America handle their products. 
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ULTRAVIOLET-FREE PRODUCTS 

fit )S not possible to screen out, completely, 
all U-V emission, so that the term "ultra-vio- 
let free" is a misnomer. The various films, 
sleeves, and liquids which manufacturers pro- 
duce screen out about 91% to 98"d of the U-V 
emissions.) 

Verilux, Inc. 
626 York Street 
Vallejo, California 94590 
707/554-6850 
FAX: 707/554-8370 

MOVERS AND HANDLERS 

Most of the large, national moving compa- 
nies, those which transport general house- 
hold objects, may have trained personnel to 
handle shipments of works of art, either as 
part of one's general household shipment or 
in a specific shipment. 

Allied Van Lines 

Special Products Division 
300 Park Pla/.a 
Naper\'ille. Illinois 60563 
708/717-3688 
FAX: 708/717-3396 

Mayflower Transit, Inc. 

9998 N. Michigan Road 
Carmel, Indiana 46032 
317/875-1 107 



North American \'an Lines 

P.O. Box 988 

Fort Wayne, Indiana 46801 

219/429-3775 

FAX: 219/429-1741 

United Van Lines 
1 United Drive 
Fenton, Missouri 63026 
314/326-3100 

^rhere are also companies which specialize in 
packing and moving only works of art. These 
include the following: 

Cirker's Hayes Storage W^arehouse, Inc. 

305 East 61st Street 

New York, New ^ ork 10021 

212/838-2525 

FAX: 212/486-3188 

Eagle Fine Arts 

401 Washington Street 

New York, New York 10013 

212/966-4100 

FAX: 212/966-4828 



Fine Arts Express Southwest, Inc. 

7440 Whitehall 
Fort Worth, Texas 761 18 
817/589-0855 
FAX: 817/284-1376 

Ollendorff Fine Arts 
21-44 Fort\-Fourth Road 
Long Island City, New York 11101 
212/936-7200 
800/221-6500 
FAX: 718/937-6274 

I'here are also a number of tine-art ship- 
ping consultants and custom brokers, among 
which is the following; 

W. R. Keating & Co. 
150-16 132nd Avenue 
Jamaica, New York 11434 
718/481-5400 
FAX: 718/528-0871 
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IkThe following publications provide further 
information for anyone wanting to broaden 
his oi her knowledge and understanding on 
matters relating to the display, handling, 
owning, protection, and usage ot original 
works of art. Although most of the works 
listed here are still available in print, some are 
not. For those which arc not in print, consult 
the local librar\' reference room or a good 
used-book store. 

GENERvVL ART HISTORY 

For those who want to learn more about the 
history of arc, there are two general art history- 
texts that are used in many of America's 
universities and colleges. 

Janson, H. W. I listory of Art. Ahrams and 
Prentice-Hall, 2nd edition, 1977. 

Do la Croix, Horst, and Richard G. 1'ansey. 
Gardner's Art Through the Ages, (nh ed. 
New York: Harcourt Brace Jovanovich, 
Inc., 1975. 

HELPFUL PAMPHLETS 

The U. S. Department of Agriculture pub- 
lishes a large number of pamphlets on home 
methods of handling problems in its "Home 
and Garden Bulletin" series. One such pam- 
phlet, for example, is "How to Prevent and 
Remove Mildew." These paperback pam- 
phlets are available through the U. S. Govern- 
ment Printing Office for a nominal charge. 

The National Fire Protection Agency (sec 
listing in "Ser\'ices and Products"] also pub- 



lishes helpful pamphlets on various problems 
and solutions in combating the hazards of fire 
and alleviating and removing potential fire 
sources or causes. ITiese are available from 
the association for a nominal charge. 

SPECIFIC WORKS ON 

COLLECTING 

AND CONSERVATION 

A merican Association of Museums, The Official 
Museum Products and Seruiccs Directory, 
1992, Wilmette, Illinois: National Register 
Publishing Company, 1991. Best source for a 
\'ery complete listing of the services and prod- 
ucts provided nationally for the museum wodd. 

The ARTnewsleaer, New York: ARTnews. 

(ARTnewsletter 

5 West 37th Street 

New York, New York 10018 

212/398-1690) 

An expensive but extremely informative 
eight-page, biweekly report on the interna- 
tional art market. Lists high prices on works 
sold at auction worldwide, gives in-depth de- 
velopments on specific artists' markets, and 
gives news coverage on special international 
art happenings. Ver\^ useful to the collector, 
appraiser, museum curator, and art consult- 
ant. 

Bene/.it, l-^douard). Dictionnaire des Peintrcs. 
Sadpteurs, Dessinateurs et Gravcurs. 3rd 
edition. Paris: l.ibrairie Griind, 1976. U) 
volumes. 

Although written in French, it is quite easy to 



understand. ITiis is perhaps the pnme source 
for collectors and dealers to check informa- 
tion on the more than 300,000 artists, world- 
wide, that are listed over the past 2,000 years. 
Gives as complete as is known biographical 
data, museum collections, sales prices, and 
exhibitions. 

Bannon. Lois P.lmer and Taylor Clark. Hand- 
book of Audidnm Prints. Gretna, Louisiana: 
Pelican Publishing Co.. 1980. 
Gives information on the various editions of 
Audubon's Birds. . . as well as his Viinparous 
Quadmpeds. . . (the Animals). Includes tables 
listing each print, the 1980 values in each 
edition, the locale of each print, and the 
artist(s) who worked on the backgrounds. 
This is an indispensable resource for anyone 
who owns Audubon prints. There is or will 
soon be an updated edition giving post- 1990 
valuations. 

Brommelle. Norman, and Perr\' Smith. Con- 
sensation and Restoration of Pictorial Art. 
The International Institute for Conserva- 
tion of Historic and Artistic Works, Lon- 
don and Boston: Butterworths, 1978. 

Conningham. Frederic A. Currier cSc! Ives 
Prints: An Illustrated Check List. New 
York: Crown Publishers, Inc., 1975. 
Lists virtually every known print made sepa- 
rately or joindy by this nineteenth-century 
firm; gives pricing as it was in 1975. 

The Crafts Report. This is the news monthly 
for crafts professionals, piihli.shod hy Crafts 
Report Publishing Company, Inc. 
700 Orange Street 
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Wilmington, Delaware 19801 
Contains general information on the business 
of being a craftsperson, including articles on 
packing, shipping, photographing, etc. 

Dawdy, Doris Ostrander. Artists of the Ameri- 
can West: A ^biographical Dictionary^. Chi- 
cago: I'he Swallow Press/Sage Books, 1974. 
Lists 300 mostly obscure (but also includes 
most of the best known) artists who painted 
western subject matter. As the author states 
in her introduction , all of the artists were born 
before 1900. 

Dudley, Dorothy M., Irma Be/.old Wilkinson, 
ot al. Museum Re^stration Methods. 3d ed. 
Washington, D.C.: American Association 
of Museums, 1979. 
This is often called the bible of the museum 
curator, it has excellent inlormation on ship- 
ping as well as on recordkeeping. 

Goodman, Calvin .1. Art Marketing Handbook. 

Los Angeles: Gee Tee Bee Press, 1978. 
Perhaps the best such work currently in print. 
Covers all aspects of commercial sales gallery 
operations in an easily found order. The 
author is a management consultant in the 
arts. 

Hamhidge, .lay. The Fdements of ly^namic Sym- 
metiy. New York: Brentano's, 192(i 

Harris, Helen. "The Master Conservators." 

Town and Countr\'. December, 1980, pp. 

210-20; lanuar>',"l 981, pp. 41-48. 
Lists 329 restorers and conservators active in 
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the United States. 

Hughes, Bernard, and Thcrle Hughes. Small 
Antiijue Furniture. New York: Frederick A. 
Praeger Publishers, 195JS. 

Keck, Caroline K. A Handbook on the Care of 
Paintings. New York; Watson-Guptill Publi- 
cations, for AASLH Press. 1965. 

Designed for the layman, this can save money 

as well as help you protect your art. An 

excellent resource. 

Keck, Caroline K. Safeguarding Your Collection 
in Travel Nashville: AASLH Press, 1970. 

Lang, Rudolph. Win, Place and Show: Effective 
Business Exhibition, New York: Oceana 
Publications, Inc., 1959. 

Maver, Ralph. The Artist's Handbook. New 

York: Viking Press, 194(5. 
A gold mine for the collector as well as the 
arti.st or cc^nser\'ator. Has an excellent index. 

Mayer, Ralph. A Dictionary of Art Tenns & 
Techniques. New York: Thoinas Y. Crowell 
Company, Apollo edition, 1969. 

The Minneapolis Institute of Arts. Fakes and 

Forgeries. Hxhibition catalogue, 1973. 
Well-illustrated catalogue of an exhibition 
devoted to the ait of the forger and copyist. 
Provocative and informative. 

Plenderloith. H. .1., and A. F.. A. Werner. The 
Consen^ation of Antiquities and Works of 
Art: Treatment, Repair, and Re.^toration. 
London: Oxford University Press, 1971. 
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Ruhermann, Helmut. 'Fhe Cleaning of Paint- 
ings. New York; Frederich A. Praeger, 
1968. 

Gives philosophical history and ethics as well 
as technical data. By the former conser\'ator 
of the National Gallery, London. 

Savage, George. I'he Art and Antique Restor- 
ers' Handbook. New York: Frederick A. 
Praeger, 1967. 

Stout, George L. 77^^' Care of Pictures. New 
York: Columbia LMiversitN' Press, 1948. 
Old, but a classic in the field. 

Weidner, Marilyn K. "Damage and Deteriora- 
tion of Art on Paper Due to Ignorance and 
the L^se of Faulty Materials," Studies in Con- 
sensation. Vol. 12, No. I, (February, 1967). 

Wright, Cliristopher. I'he Art of the Forger. 

London: Gordon Fraser, 1984. 
Although this book has caused enormous 
controversy in the art world, the arrangement 
of the material, research substance, and man- 
ner by which the author arrived at his conclu- 
sions show an art detectixe working with 
dedication. No matter whether or not you 
agree with the author's conclusions, the book 
makes fascinating reading. 

Zigro.sser, Carl and Christa M. Gaehde. A 
Guide to the Collecting and Care of Original 
Prints New York: Crown Publishers, Inc. 
1969. 
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A RTnews, 1 1 3 
ARTneivsletteK 113 
Acid burn, 18 
Acid-free cardboard, 88 
Acid-free file folders, 70 
Acid-free index cards, 70 
Acid-free paper, 15, 16, 17, 70, 
88 

Acrylic paintir.(<s, 14 
Address label, 84 
Antique busts, 44 
Antique dealers, 94, lUO 
Antique furniture, 37 
. Antique sculpture pedestals, 44 
Antique tablewares, 90 
Antiques, crating, 95-96 
Appraisers, 72, 76 
Arrangements: cluster, 33; 

formal, 30; group, 28, 30, 31 
Art: brand name, 109-110; 

prices, 108, 109, 1 10; price 

structuring, 1 1 1 
Art consultants, 74-75, 107, 

109, 110, 111 
Art dealers, 69, 100. 107, 108; 

guarantees, 109, 111-112; 

prices, 1 1 0 
Art gallery salesroom, 31-32 
Art historians, 107, 108, 110, 11 
Art museums, 107, 108 
Art schools, 107 
Artificial light, 18, 19 
Artists, brand-name, 1 10 
Auction fever, 1 14 
Auction house catalogues, 1 16 
Auction houses, 76, 1 13-1 14; 

local, 1 13, 1 14; regional, 

113, 114 
Auction price, 1 10 
Auctions, buying at, 110-111,11 
Average eye level, 25 
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R 

JL>r acking, in frames, 52 
Balance, composiaonal, 32 
Balanced composition, 4, 5, 6, 
29 

Base, sculpture, 57 
Bernini, Gianlorenzo, 106 
Bifocal glasses, 24 
Black-and-white photographs, 
70 

Black-and-white reproductions, 
115 

Bleaching, 18 
Book display rack, 103 
Brand-name art, 109-110 
Brand-name artists, 110 
Buying at auction, 1 10-1 1 1, 
114 



C 

V^^abinet, vitrine, 38, 45 

Cabinets, curiosity, 33 

Caring for textiles, 94 

Carrying paintings, 82-84 

Catalogues, auction house, 1 16 

Centerline, 24, 25, 29; 

combination display, 56; eye 
level, 30; horizontal, 24; in 
hanging pictures, 55, 54; 
Oriental screens, 61 

Chemical burn, 15, 17 

Christie's, 1 1 3 

Chnlization, 106 

Clamp hooks, 50 

Clarke, Kenneth, 106 

Cluster arrangement, 33 

Clutter, 45; in cabinet displays, 
40; visual, 31 

Color wheel, 9 

Color, 4, 8, 9, 10, 11 



Combination display, 56 
Commercial movers, 95, 96, 97 
Commercial reproductions, 
77-78 

Complementary' colors, 9, 10 
Composition, 4; balanced, 4, 5, 
6, 29 

Compositional balance, 32 
Compositional direction, 4, 5, 
29, 32 

Compositional flows, in grid 
pattern, 36 

Conservators, 17, 75, 89, 90 

Cork sheeting, 61-62 

Counterbalance, 4 

Counterdirection, 5, 29 

Crates: for antiques, 95-96; for 
paintings, 83-84; for 
sculpture, 91-93; padding, 

85- 86; waterproofing of, 84, 

86- 87 

Cubes, plexiglass, 45 
Cup and saucer display, 40 
Curiosity cabinets, 33 
Current market value, 1 12 



n 

JL^/ ecorative art, 93; 

transporting of, 95 
Decorative plates, 40 
Depth of field, 27 
Direct light, 32 
Direct sunlight, 18, 20 
Direction/counterdirection 

balance, 5 
Directional portraits, 4, 5 
Display case lighting and 

ventilation, 58 
Display intent, 29, 30 
Display racks, gallery, 103 
Displays, 4, 7, 10, 11; cup and 



saucer, 40; furniture, 65; 
sculpture, 43-45; single- 
placement, 30; tabletop, 41; 
travel room, 34; wall cabinet, 
38 

Documentary' card, 68 
Documentary folder, 72 
Documentary information sheet, 
70-72 

Documentary photograph, 70, 
73 

Documentation, museum 

assistance in, 74 
Double hanging of pictures, 30, 

32, 54 

Double-hook method of hanging 

pictures, 49 
Dovles, 113 

Dramatic effect, 10, 11, 30, 31, 

37, 38 
Dramatic impact, 37, 38 
Drawings, 14 
Dynamic Symmetry, 42 



F 

tageres, 38 
Evaluations, of antiques, 94 
Exhibits, 4, 8 

Eye level, 24, 25; average, 25; 
centerline, 30; hanging of 
pictures, 54 



F 

X abric: in display cases, 57; 

in tabletop displays, 41 
Fading, 19 

Fair-market value, 110, 111 
Fast- food restaurants, 31 
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Fatigue, museum, 24 
Fine arts insurance, 78-79, 82 
Fine arts packers, 91, 96 
Fishing line, 49 
Floodlights, 19, 20; on 

sculpture, 44 
Fluorescent light, 18 
Flush-edge placement, 25 
Flush-top placement, 25-26 
Fome-Cor^, 52 
Footcandles, 20 
Forger)', 107 
Formal arrangement, 30 
Formality, 30, 32 
Foxing, 17 

Framers, 14, 16, 18, 50, 51 
Frames, 14, 30, 38, 48. 50, 31, 

52; backing, 52; in grid 

patterns, 36; moldings, 14; 

not square, 55; round, 55 
Frame shops, 31-32 
Full-round sculpture. 43 
Furniture: antique, 37; display, 

65 



Cr 

X^J alleries: exhibitions, 
100-101; space usage. 100 

Gesso, on furniture, 65 

Gilding, sculpture pedestals, 44 

Glass: packing pictures, 87; 
ultraviolct-frcc. 18; with 
framed paintings, 14 

Glassine, 88 

Glazing, 14 

Golden-moan rectangle. 43 
Goldcn-mcan section. 42 
Goodman, Calvin X. 100 
Graphics, 14, 15; originals. 
77-78, 79 



Grid arrangement, 101 
Grid pattern, 30, 35, 36, 103 
Group arrangement, 28, 30, 31 
Groups, 7, 28 



JL Xambidge, Jay, 42, 43 
Hammers, 48 

Hand scrolls. Oriental, 63-65 
Handling paintings: framed, 84; 

unframed, 82 
Handling sculpture, 88-90 
Hanging pictures: as a group, 
29; at eyc-lcvel, 54; double 
hanging, 30, 32, 54; multiple 
hanging, 33, 35-36; portraits, 
55; triple hanging, 54 
Hanging rod, 50 . 
Hanging scrolls, Oriental, 62-63 
Hazards, 18; lighting bleach, 20; 

vibrations, 18 
Horizon line, 26, 27; high, 26; 

low, 26 
Horizontal centcrline, 24 
Humidity, 18, 62-63, 65, 94 



impact interest, 7, 8 
Impressionists, 9, 10, 112 
Incandescent ligh;, 18 
Inflated market, 77 
Informality, 30, 32, 33 
Installations, 8 

Insurance, 68, 97; tine arts, 78, 
82 

Interest impact. 29 
Interior designers, 30. 35 
Interiors, office, 3 1 




molding, 62 



Lending art to museums, 72, 79 
Light: bleaching, 20, 32; 

burning, 18; direct, 32; 

drying, 20 
Lighting, display cases. 58 
Line drawings, 7, 8 
Local art, 76 



M agazines, art, 1 1 5-1 1 6 
Matting, 16, 18; margins, 1 4," 1 5P 
Measuring, in hanging 

pictures, 53-55 
Modern sulpture pedestals, 45, 

56 

Mona Lisa, 37 
Mothproofing, 94 
Multiple hanging. 33, 35 
Multiple packing, paintings. 

96-97 
Museum assistance in 

documentation, 74 
Museum fatigue, 24 
Museum rag board, 16 



iSj ails, 48 
Negative space. 36. 37 
Non-acid-free paper, 15, 16. 70, 
88 



O 

V»«^ ffice interiors. 31 
Oil levels, 48, 55 



Oil paintings, 14; storing, 87-88 

Oriental art, 59; hand scrolls, 
63-65; hanging scrolls, 
62-63; screens, 59-62; 
scrolls, 59-60 

Original graphics, 77-78, 79 

Original prints, 14 



P 

X acking glazed pictures, 87 
Padding: for decorative art, 95; 

for sculpture, 91, 92; in 

crates, 85-86; transporting 

paintings, 85 
Paintings: acrylic, 14; carrying, 

82-84; handling framed, 84; 

handling unframed, 82; 

multiple packing of, 96-97; 

oil, 14; shipping of, 85-86 
Paper-eating pests, 18 
Patina, 88; on sculpture, 91 
Patination, furniture, 65 
Pedestals: antique sculpture, 44; 

modern sculpture, 56; plastic, 

56 

Peripheral vision, 37 
Phillips, 113 
Picasso. Pablo, I 15 
Picture hooks, 48, 51 
Picture lights, 20 
Picture moldings, 49. 50 
Picture wire, 49, 50 
Picture-packing crates, 83-84, 
85 

Pigment. 9 

Placement, 7; flush edge. 25; 

flush top, 25-26 
Plastic pedestals, 56 
Plastic sculpture, 44 
Plastic tubing, 57 
Plexiglass cubes, 45 
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Plexiglass: packing pictures 
framed with, 87; ultraviolet- 
free, 18; with framed 
paintings, 18 

Porcelain objects, handling of, 
90 

Portraits, 4, 5; busts, 56; 

directional, 4, 5; hanging;, 55; 

profile, 4, 5 
Pressure dents, 84 
Prices, of artworks, 108, 109, 

110; at auction, 1 10; dealers', 

1 1 0; structuring of, 1 1 1 
Primary colors, 9, 10 
Profile portraits. 4, 5 
Provenance, 71 
Pulp paperboard, 16 



n 

A Vabbet, 52 

Rag board, 16 
Rag bond paper, 70 
Recordkeeping, 68-73. 117 
Relief sculpture, 43 
Repatination, sculpture. 88-89 
Reproductions: black-and-'vhite, 

115; commercial, 77-78 
Restaurants, 31; fa^^t food, 31 
Rhythm. 5, 30 
Round frames. 55 
Rugs, 93, 94; shipping of, 96 




Hooks, 49 



Sargent, John Singer, 1 12-1 13 
Screw eyes, 49, 50, 51, 52 
Scrolls: Oriental hand, 63-65; 

Oriental hanging, 62-63 
Sculpture: architectural, 44, 
bases, 57; ceramic, 90; 
crating of, 91-93; displays, 
43-45; full-round, 43; 
gessocd, 90; moving a group 
of, 90; padding for moving, 
91, 92; patina, 91; plastic, 
44; relief, 43; repatination, 
88-89; stone, 89; wood, 89 
Sculpture pedestals, 44, 56; 
antique, 44; modern, 45; 
plastic, 56 
Secondary colors, 9, 10 
Shadow box, 63-64 
Shipping paintings, 85-86 
Sidelights. 58 

Similaritv of subject matter, 7, 

11, 29, 33 
Single-placement display, 30 
Size of works, 1 1, 30; in cabinet 

displays, 39; in grid patterns, 

36; in group arrangements, 

29 

Sotheby's, 1 13 

Space usage, in galleries, 100 
Spot grinding, 89 
Spotlights, 19, 20; on sculpture. 
44 



Spring-suspension boxes, 93 

Step-clamps, 57 

Stoppers, 5, 6 

Storing paintings, 87-88 

Subject matter, 4, 26; similaritv 

of, 7, 11, 29, 33 
Sunlight. 19; direct, 18, 20 



TTable bids, 1 1 4 
Tabletop display, 4 I 
Tapestries, 93, 94; shipping of, 
96 

Temperature, 18, 94 
Terra Cotta, 44 

Textiles: caring for, 94; shipping 

of, 96 
Textural handling, 4 
Tools, for hanging pictures, 48 

Top-of-the-market prices, 112 
Travel room display, 34 
Triple hanging, 54 
Turner, J. M. W.. 106 



T T 

Itraviolet filter sleeves, 18, 

58 

Ultraviolet light, 17; burning 

from, 18 
Ultraviolet-free plastic, 18 



V aluation, 69, 72 

Ventilation, display cases, 58 

Victorians, 27, 38, 50 

Visual clutter, 3 1 

Visual confusion, 27 

Visual depth, 27 

Visual mass, 10, 28, 29, 32, 56; 

cabinet displays, 39 
Visual rhythm, 6, 40-41 
Visual weight, 8 

Vitrine, 38; boxes. 64; cabinets, 
38, 45 



Watercolors, 14 

Waterproofing crates, 84, 86-87 
Weight distribution, nails and 

picture hooks, 48 
Western art, 1 14 
Wood pulp. 15; paper, 16. 70 
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I \Mt> K. Umm . iirt lOHMiltant niid formor l urator and muNeum 
Jiroitor. has iliretti'd thi* installation ot major art exhibitions in 
niinu-roiis nuisi'unis, niilliTies. and priMitr inlloaions. incluJiny» 
the ToUhIo (Ohio) MuM'uni ot Art: tin* I riiviTsitv Art (J.illrrv, 
i t\i\vrs\i\ \titro n.inu-: and ihf \nwlo-Anu»rii an Art 
NhiM'uni at Louisiana State t niversitv. 

Ho holds A graduate di Kri-L' from Nev Sork I 'nivorsity'*; 
Institute ot I ino Arts ;ind did post >;railualo study at the 
( uuriauUl histitute o| Art. ( nisersitv oi London. Lnjiland, He 
riHoivod his undorKraduate dejjree from the I "niversitv ot TiiKa. 

in Ins home state ot (.Oklahoma, he has served as General 
Curator ol I'hilbrnok Art (.einer. fulsa. and as Direuor ot the 
Oklahoma \htseum ot \rt. Oklahoma ('t!v. He is now an art 
»onsultant to museums, private lollcctions. and art dealers 
ihrou\;hout the lountrv. 

\Ir. l<l•e^es hioKraphual data lan K* found in Who's Who in 
Kmvma. Who's Who m American Art, and in the Dktionary of 
ImemaUonal Bio^raphw 




